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Scales and etudes are considered essential steps in developing an advanced technique on any 
instrument. The viola, as a member of the string family, was not nearly as popular or recognized 
as the violin or cello before the twentieth century. It is the same situation with the viola’s 
repertory and etudes: there are many pieces transposed from the cello or clarinet, for example, 
and many etudes are borrowed from the violin. However, even though the viola has a similar 
shape and playing posture to the violin, they are still different instruments with a significantly 
different technique. Violists should therefore avoid the reliance on etudes transposed from 
another instrument. They should instead become familiar with more works that were originally 
composed for the viola. 
Friedrich Hermann’s (1828–1907) Concert Studies for Viola, Op. 18 is an example of a 
collection that was written for this instrument specifically. Unfortunately, this body of work is 
not widely played outside of Europe. In this document, I will introduce Friedrich Hermann and 
his works, especially analyzing in particular the six pieces he wrote within his Concert Studies 
for Viola, Op. 18. It is the intent of this document to help violists learn more about etudes written 
specifically for their instrument, thus expanding the available repertoire and ultimately 
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Historically, the viola is not as popular as other stringed instruments because of the general 
misconception that it lacked repertoire. As the famous twentieth century violist, William 
Primrose (1904–1982) said, “we are an instrument without tradition.”1 However, not only are 
there many transposed works for viola, but original ones as well. In the nineteenth century, most 
musicians still held the view that the viola was just a bridge to connect the high register (violins) 
and low register (cellos). This changed when European musicians such as Herman Ritter (1849–
1926), Oskar Nedbal (1874–1930), and Théophile-Laforge (1863–1918) began to take an interest 
in the viola, and through their specialization in the instrument, created more nuanced methods.2 
As technique for the viola developed, composers started to treat it as more of a solo instrument 
instead of simply an accompaniment or rhythmic instrument. Because of this newfound interest 
in the viola, most standard solo repertoire that violists perform today came out of the nineteenth 
and twentieth centuries. Works from these time periods, both transposed and original, will be the 
focus of this paper. 
An examination of viola literature from the nineteenth and twentieth centuries shows that 
solo literature for the viola had increased during this period. Nevertheless, the history of viola 
pedagogy was highly reliant on the violin’s until recently, as musicians began to notice the 
nuanced differences between not only playing but teaching.3 The primary reason is because the 
twentieth century compositions use techniques that are different from more tonal music from the 
nineteenth century.4 For example, some of the dissonant harmonies and chromatic scales are 
                                                          
1 David Dalton, Playing the Viola: Conversations with William Primrose (Oxford: Oxford University Press, 1988), 
1. 
2 David Bynog, “The Viola in America: Two Centuries of Progress,” Notes 68, no. 4 (June 2012), 742. 
3 Melissa Castledine, “Etudes and Viola Pedagogy” (D.M.A. diss., University of Cincinnati, 1998), Abstract. 
4 Molly Gebrian, “Rethinking Viola Pedagogy: Preparing Violists for the Challenges of Twentieth-Century Music” 
(D.M.A. diss., Rice University, 2012), Abstract. 
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used adventurously, and new techniques for both hands are more utilized. Another reason is due 
to the difference in sizes between the violin and viola which dictate different bowings and 
fingerings. It became increasingly clear that violists needed new method books to utilize in order 
to keep up with the difficulty of the compositions written. Therefore, more and more composers 
and performers began to write etudes and studies for the viola specifically. 
Repertoire and etudes for viola can be divided into two categories: pieces that were 
transposed from other instruments (violin, cello, or clarinet) and pieces that were originally 
composed for viola. Well-known pedagogy books such as Jakob Dont (1815–1888, 24 Etudes 
and Caprices, Op. 35), Heinrich Ernst Kayser (1815–1888, 36 Violin Studies, Op. 20), Rodolphe 
Kreutzer (1766–1831, 42 Studies for Violin), Jacques Féréol Mazas (1782–1849, Etudes, Op. 
36), and Pierre Rode (1774–1830, 24 Caprices for Solo Violin, Op. 22) were in fact transposed 
from the violin. These transcriptions that were created in the late eighteenth and early nineteenth 
centuries are more widely used today, despite there being original works for viola written in that 
same time period.5 Original etudes written for the viola include Antonio Bartolomeo Bruni 
(1757–1821, 25 Studies for Viola), Bartolomeo Campagnoli (1751–1827, Capricci, Op. 22), 
Lillian Fuchs (1901–1995, 15 Characteristic Studies for Viola and 16 Fantasy Etudes for Viola), 
Friedrich Hermann (1828–1907, Concert Studies for Viola, Op. 18 and Technische Studien, Op. 
22), Franz Anton Hoffmeister (1754–1812, 12 Etudes for Viola), and Johannes Palaschko (1877–
1932, 20 Viola Studies, Op. 36). 
        Although solo pieces are generally preferred among viola students to show off their skills, I 
argue that students should focus first on etudes and studies in order to improve their technique 
                                                          
5 Ulisses Carvalho Da Silva, “Original and Transcribed Etude Books for Viola” (D.M.A. diss., University of 
Georgia, 2010), 1. 
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and build a solid foundation. Carefully choosing etudes that target specific techniques will help 
the students get twice the results with half the effort. This is due to the fact that there is always 
some type of valuable connection between etudes and repertoire. Friedrich Hermann’s Concert 
Studies for Viola, Op. 18 is one such example for beneficial etude practicing. Opus 18 consists of 
six pieces, with each titled by the composer. Viola players can study these etudes and connect it 
back to their solo repertoire. In this way, the etudes are not only a tool to improve the technique 
in specific areas, but also function as a pre-repertoire study handbook. 
 
Literature Review 
There are many books, articles and dissertations that focus on viola etudes and viola studies. 
These sources include technique introduction, background of composers, and analysis of etudes. 
However, none of them refers to Friedrich Hermann and his composition Concert Studies for 
Viola, Op. 18. According to Donald Mclnnes’s Representative List of Viola Repertoire,6 there are 
twenty-one viola etudes that can be listed in order of difficulty (see below), but the list does not 
include Hermann’s Concert Studies, Op. 18. Unfortunately, these concert studies are not yet in 






                                                          




Table 1: representative list of viola repertoire—etudes (in order of difficulty) 
Wohlfahrt Foundation Studies for the Viola 
Blumenstengel 24 Studies, op. 33 
Kayser 36 Studies, op. 20 
Mogill Selected Etudes 
Schradieck School of Viola Technique 
Reher, S. 12 Studies for Viola 
Dont 24 Etudes, op. 37 
Kruetzer Etudes 
Rode 24 Caprices 
Rolla Esercizio ed Arpegio 
Hoffmeister Viola Etudes 
Campagnoli 41 Caprices, op. 22 
Fuchs, L. 15 Characteristic Studies 
Fuchs, L. 16 Fantasy Etudes 
Fuchs, L. Caprices 
Palaschko Twelve Studies, op. 36 
Palaschko Twelve Studies, op. 55 
Kimber, Michael Twelve Caprices 
Palaschko Ten Studies, op. 49 
Schloming 24 Etudes, op. 15 
Paganini 24 Caprices 
 
1. General Viola Technique 
David Dalton’s (b. 1934) Playing the Viola: Conversations with William Primrose (1988) 
contains a lively series of conversations, which touches on almost all aspects of viola history, 
technique, repertoire, performance, and recording. Included are Primrose’s unique practicing 
methods, illustrations, and musical examples. 
        Barrett’s The Viola: Complete Guide for Teachers and Students has two editions from 1972 
and 1978. His book mostly includes viola techniques and exercises. Each chapter introduces 
different levels of practicing, as well as exploring viola etudes and studies. There is also a list of 




2. Viola Etudes and Studies 
Gerard’s dissertation not only highlights Lillian Fuchs’s contribution to the viola, which includes 
two major compositions, 15 Characteristic Studies for Viola and 16 Fantasy Etudes for Viola, 
but also demonstrates the evolution of the viola as it stepped more into the spotlight.7 
Kruse’s dissertation provides the basic information of famous violin and viola etudes 
between 1780 and 1860. The main parts of this document emphasize “the historical significance 
of the works in the development of viola technique.”8 The writer makes a comparison between 
violin and viola etudes as well, in order to analyze the “effectiveness and suitability in 
developing a modern viola technique.”9 
Castledine’s dissertation highlights the importance of etudes and their history as well as 
their variety.10 The author makes a list of major etudes, and explains which piece could help 
students to improve certain techniques. 
In The Contemporary Revolution—Evolution of Viola Repertoire, Jordan Warmath 
discusses the dichotomy between viola etudes and solo repertoire. Etudes were written with an 
emphasis towards the romantic period, with solo repertoire being more contemporary.11 This 
dissertation explores how pedagogy can be reshaped for viola by bridging the gap between the 
differences in etude and solo pieces.12 At the same time, Warmath introduces many unfamiliar 
modern techniques into different levels (intermediate and advanced)—post tonal harmony, 
                                                          
7 Eva Gerard, “Women’s Contributions to Viola Repertoire and Pedagogy in the Twentieth Century: Rebecca 
Clarke, Lillian Fuchs, and Rosemary Glyde” (D.M.A. diss., City University of New York, 2019), iv. 
8 Steven Lewis Kruse, “The Viola School of Technique: Etudes and Methods Written Between 1780 and 1860” 
(D.M.A. diss., Ball State University, 1985), 5. 
9 Ibid. 
10 Melissa Castledine, “Etudes and Viola Pedagogy” (D.M.A. diss., University of Cincinnati, 1998), Abstract. 
11 Jordan Warmath, “The Contemporary Revolution—Evolution of Viola Repertoire” (D.M.A. diss., University of 
California, Santa Barbara, 2017), v. 
12 Ibid., vi. 
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microtones, ponticello, col legno, sul tasto, spazzolato and so on—in order to create success for 
violists in standard viola repertoire. 
Chapter two of Jensenius’s dissertation An Annotated Bibliography of Selected Viola Works 
for Pedagogy of Contemporary Musical Styles and Techniques exhibits the contemporary etudes 
and concert studies as well as comparing these works’ difficulty level with the standard etude 
books. These contemporary works include Thirty Etudes for Viola (1971) and Twenty Etudes for 
Viola by Alfred Uhl (1909–1992), The Rhythm of Contemporary Music: A Collection of 
Melodious Studies Which Progressively Explore the Rhythmic Concepts of 20th Century Music 
by Willard I. Musser (b.1913) and Elliot Del Borgo (1938–2013), Rhythmic Etudes for Violin 
and Piano by Bohuslav Martinů (1890–1959), Twentieth-Century Idioms for Violists (2012) by 
Michael Kimber (b. 1928), Original Sightreading Exercises for Solo Viola by Stéphane Wiener 
(1922–1998), The Violist’s Notebook (Books I and II), for solo viola by John Harbison (b. 1938), 
Viola Spaces: Contemporary Viola Studies, Volume I (2009) by Garth Knox (b. 1956), and Six 
Etudes for Solo Viola (1969) by Nancy Van de Vate (b. 1930). 
 
Methodology 
The main articles referenced in this paper are from the University of Nevada, Las Vegas library 
resources. Other material is from various websites (Bach Cantatas Website and International 
Music Score Library Project website), especially information about Friedrich Hermann. The 
recordings are mainly from YouTube. 
        The biggest challenge will be the lack of resources for Friedrich Hermann and his works. I 
will analyze his Concert Studies for Viola, Op. 18 in order to find the connection between this 




Chapter I: The History and Development of Viola Etudes 
Chapter I of this document describes the historical background and development of viola etudes 
or studies. There will be two main categories in this chapter: transposed works and original 
works. Additionally, this chapter illustrates the transition of the viola from an accompaniment 
instrument to a solo instrument. 
 
Chapter II: Introduction of Standard Viola Etudes 
Chapter II introduces basic information about the standard viola etudes and technical studies, and 
gives some practice suggestions of every etude book on different levels as well. These etude 
books include Albrecht Blumenstengel’s (1835–1895) 24 Studies, Op. 33, Antonio Bartolomeo 
Bruni’s 25 Studies for Viola, Bartolomeo Campagnoli’s Capricci, Op. 22, Charles Dancla’s 
(1817–1907) 20 Etudes Brillantes, Op. 73, Jakob Dont’s 24 Etudes or Caprices, Op. 35 and 20 
Progressive Exercises, Op. 38, Lillian Fuchs’s 15 Characteristic Studies for Viola and 16 
Fantasy Etudes for Viola, Franz Anton Hoffmeister’s 12 Etudes for Viola, Heinrich Ernst 
Kayser’s 36 Violin Studies, Op. 20, Rodolphe Kreutzer’s 42 Studies for Violin, Jacques-Féréol 
Mazas’s Etudes, Op. 36, and so on. 
 
Chapter III: Friedrich Hermann and His Composition and Chapter IV: Analysis of 
Hermann’s Concert Studies for Viola, Op. 18 
Chapter III and Chapter IV are the main sections of this document. Chapter III discusses 
Hermann’s musical life, main compositions, reputation, and influence. Chapter IV analyzes 
Hermann’s Concert Studies for Viola, Op. 18 that includes six pieces. These six pieces are titled 
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No. 1 Prelude and A Little Fugue, No. 2 Adagio, No. 3 Scherzo, No. 4 Romance, No. 5 Lento, 
and No. 6 Chromatic Study; each of them is to be considered substantial enough to be 
programmed on a viola recital. Meanwhile, this chapter of the paper contains specific examples 
of Hermann’s technical studies to highlight its connection with other etudes and standard 





The History and Development of Viola Etudes 
Definition 
The definition of “etude” from Harvard Dictionary of Music is “a piece designed to aid the 
student of an instrument in the development of his mechanical and technical ability.”13 These 
types of works could be treated as indispensable training before playing the standard repertoire 
with specific techniques, in order to help players to solve certain technical issues and easily 
transfer their solutions to solo repertoire. As renowned violinist Ivan Galamian (1903–1981) 
comments in his book, “etudes are very important because they build technique that functions in 
a musical setting, and many of the standard etude works may be used to advantage.”14 
For a violist or violinist, these specific techniques could be a variety of scales, arpeggios, 
perfect fifth intervals, octaves, double-stops, triple-stops, trills, changing positions, a variety of 
bow strokes, string crossings, and so on. Many of these basic techniques will be exhibited in 
Hermann’s Concert Studies for Viola, Op. 18 in Chapter IV of this document. Some new 
techniques will be examined as well. 
Etudes for viola, according to the compositions, can be divided into transposed works and 
original works. According to musical intent, most of the etudes could be classified into two 
categories: technique training with melodic lines or technique training with repeated patterns 
only. Hermann’s Concert Studies for Viola could be considered as a work originally composed 
for viola full of attractive musical ideas. 
 
                                                          
13 Willi Apel, Harvard Dictionary of Music (Cambridge: Harvard University Press, 1955), 249. 
14 Ivan Galamian, Principles of Violin Playing and Teaching (Englewood Cliffs, N.J.: Prentice-Hall, 1962), 107. 
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The History of Viola Etudes 
The early treatises for the violin family usually did not include much instruction about technique, 
but instead more explanation was devoted to how the instruments were tuned or what they 
generally were.15 Several original books for the viola can be traced back to the late seventeenth 
and early eighteenth centuries from Germany in order to meet practical demands that the market 
needed.16 Method books for viola were the last to come, half a century after violin and cello 
method books that had already been introduced in Europe. These viola method books were first 
published in France.17 
With the reorganization of this instrument many composers such as Christoph Gluck (1714–
1787), Franz Joseph Haydn (1732–1809), Karl Stamitz (1745–1801), Anton Stamitz (1750–
1809), Franz Anton Hoffeister (1754–1812), Wolfgang Amadeus Mozart (1756–1791), Etienne 
Mehul (1763–1817) as well as various viola soloists, more and more musicians and audiences 
begin to realize that it is in fact an expressive instrument. Meanwhile, violists begin to seek out 
specific methods and instruction material for this instrument. 
Therefore, there are some viola methods and studies that were published in Europe in the 
late eighteenth and early nineteenth centuries. These instruction books include Michel Corrette’s 
(1707–1795) Méthode d’Alto (1782), Jean Baptiste Cupis’s (1711–1788) Méthode d’Alto 
(c.1788), Michel Woldemar’s (1750–1815) Méthode d’Alto (c.1795), Michael Joseph Gebauer’s 
(1763–1812) Méthode d’Alto (c.1800), Jacob Martinn’s (1775–1836) Méthode d’Alto (c.1810), 
Bartolomeo Bruni’s (1757–1821) Méthode d’Alto (1805), Franz Anton Hoffmeister’s (1754–
                                                          
15 Steven Lewis Kruse, “The Viola School of Technique: Etudes and Methods Written Between 1780 and 1860” 
(D.M.A. diss., Ball State University, 1985), 38. 




1812) 12 Viola-Etuden (c.1800), and Bartolomeo Campagnoli’s (1751–1827) 41 Capricen 
(c.1805). 
Among these works, Corrette, Cupis, Woldemar, and Gebauer’s were published in Paris, the 
epicenter of activity for string studies in the last decades of the eighteenth century.18  The format 
of each of these instruction books are similar: 
A brief discussion of the “Principles of Music” is followed by a discussion of 
the viola and the proper position for holding the instrument and the bow. This 
is usually followed by a brief exposition of the alto clef, fingerings, scales, 
positions, and bowings. Sometimes, short lessons are given to provide further 
explanation. Most of the methods do not contain etudes, but short pieces which 
serve as examples of the type of music composed for the viola. These pieces 
are often in the form of a duet for violin and viola, two violas, or viola and 
basso continuo. The top part is designed to be played by the student while the 
easier bottom part, for violin or viola, is to be played by the teacher.19 
All these etudes have a historically significant pedagogical contribution to viola practicing; 
however, most of them were not typically utilized, since they were not easy to access.20 
Meanwhile, some of these etudes could not even be primarily used for modern viola techniques. 
The most popular viola teaching and technique training books were still the etudes transposed 
from the violin. These works in progressive order are Franz Wolfahrt’s (1833–1884) Foundation 
Studies, Op. 45, 54, and 74, Heinrich Ernst Kayser’s (1815–1888) 36 Elementary and 
Progressive Studies, Op. 20, Jacques Féréol Mazas’s (1782–1849) Melodious and progressive 
Studies, Op. 36, Jakob Dont’s (1815–1888) 24 Etudes and Caprices, Op. 35 and 24 Studies 
Preparatory to Kreutzer and Rode, Op. 37, Rodolphe Kreutzer’s (1766–1831) 42 Studies for 
Violin (1796), Federigo Fiorillo’s (1755–1823) 36 Etudes, Op. 3, and Pierre Rode’s (1774–1830) 
24 Caprices for Solo Violin, Op. 22. 
                                                          
18 Steven Lewis Kruse, “The Viola School of Technique: Etudes and Methods Written Between 1780 and 1860” 
(D.M.A. diss., Ball State University, 1985), 84. 
19 Ibid., 84–85. 
20 Maurice Riley, The History of the Viola (Ann Arbor: Braun-Brumfield, 1980), 183. 
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There are several reasons that performers and pedagogues traditionally used these violin 
studies. As early as the 1850’s, most violists were starting on the violin instead of viola, and their 
teachers were subsequently more familiar with violin etude books and methods. Because there 
are indeed similarities between the violin and the viola, such as holding the instrument, 
fingerings, and bow strokes, many violists thought that these violin method books met most of 
the requirements for viola technique and practicing. For practicing these transposed works, 
“minor adaptations in fingerings and bowing techniques may be necessary in adapting these 
etudes to the viola.”21 In fact, these violinists often felt that if they could properly read the alto 
clef, then they were deemed as proper violists.22 Even though Wolfahrt, Kayser, Mazas, 
Kreutzer, and Fiorillo’s etudes are valuable to study and are indeed beneficial to viola students, 
the result is that more and more students were convinced that the technique of the violin and 
viola were exactly the same. 
In fact, this assumption could not be more untrue, since there are many nuanced differences 
between the instruments. The viola has larger dimensions, therefore the instrument responds 
slower but with a deeper sound. In order to get a deep and rich sound, violists need different 
technical approaches to produce it. In this way, the etudes that are specifically written for viola 
are important to study due to the different requirements for right arm weight, left finger pressure, 
vibrato, and many other aspects. 
Fortunately, in the nineteenth century, etude books specifically written for viola began to be 
published. Bartollomeo Bruni’s 25 Studies for Viola and Franz Anton Hoffmeisters’s 12 Etudes 
for Viola are both such examples. The main function of these two etudes in the early years was to 
                                                          
21 Steven Lewis Kruse, “The Viola School of Technique: Etudes and Methods Written Between 1780 and 1860” 
(D.M.A. diss., Ball State University, 1985), 177. 
22 Ibid., 123. 
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give a proper replacement of current violin etudes that were tailored specifically for violists.23 
However, Bartolomeo Campagnoli’s 41 Caprices, Op. 22 is the only book of etudes that is still 
commonly played among violists today.24 The level for this etude could be compared with 
Kreutzer and Fiorillo’s etudes, and is referred to as “the Kreutzer-Fiorillo of the viola.”25 Kayser 
was another composer in the nineteenth century to write specifically for viola, with his 36 
Elementary and Progressive Studies, Op. 20 being published. He composed several etudes for 
viola as well, such as 36 Etudes for Viola, Op. 43, Neue Schule für Bratsche, Op. 54 and 24 
Studies, Op. 55. Another two sets of viola studies, 18 Easy Exercises for the Tenor and 12 Easy 
Preludes by composer Heinrich Aloys Praeger (1783–1854) appeared in London around this 
time. 
The twentieth century brought even more etude collections for viola studies, as more and 
more violists recognized the differences between viola and violin. These important etude 
collections include but are not limited to: Johannes Palaschko’s (1877–1932) 20 Studies for 
Viola, Op. 36, Artistic Studies, Op. 44, 10 Studies, Op. 49, 12 Studies for Viola, Op. 55, 12 
Studies for Viola, Op.62, and 24 Leichte Melodische Viola-Studien, Op. 86, Lillian Fuchs’s 
(1901–1995) 15 Characteristic Studies for Viola and 16 Fantasy Etudes for Viola, and William 
Primrose’s (1904–1982) re-edited works. 
Following the rapid development of the viola as a solo instrument, many previously 
unexplored techniques were introduced to the viola repertoire, as seen in the concertos of Béla 
Bartók (1881–1945), Paul Hindemith (1895–1963), and William Walton (1902–1983). Warmath 
                                                          
23 Steven Lewis Kruse, “The Viola School of Technique: Etudes and Methods Written Between 1780 and 1860” 
(D.M.A. diss., Ball State University, 1985), 178. 
24 Ibid. 
25 Maurice Riley, The History of the Viola (Ann Arbor: Braun-Brumfield, 1980), 182. 
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illustrates many of the new skills in his dissertation and divides them into three aspects.26 Firstly, 
the use of post-tonal harmony that involved the pentatonic scale, octatonic scale, dissonance, 
chromaticism, and non-existent keys. Secondly, the extended and secondary techniques, such as 
microtones, tremolo, natural or fingered harmonics, left hand pizzicato, ponticello, col legno, sul 
tasto, and spazzolato. The last part is the complex rhythmic patterns, especially irregular meters 
or irregular subdivisions of the beat. Some of these techniques also appear in Hermann’s Concert 
Studies for Viola, Op. 18. 
Today, violists are able to choose a variety of exercises among all these etudes or studies 
that were either originally composed for viola or transposed from other string instruments. 
Whatever they choose, it is vital that whatever etudes are selected by either teacher or student, 
these etudes provide a range of skills for the viola student to learn so as to immediately apply the 
execution of these techniques to challenging repertoire.27 The next chapter of this paper discusses 
aspects of some of the aforementioned viola etudes that violists can directly apply to repertoire. 
 
 
                                                          
26 Jordan Warmath, “The Contemporary Revolution—Evolution of Viola Repertoire” (D.M.A. diss., University of 
California, Santa Barbara, 2017), 11. 




Introduction of Standard Viola Etudes 
Anzoletti, Marco: 12 Studies for Viola, Op. 125 
This viola etude book is in the Romantic style. All the pieces are technically difficult, extended 
in length (compared to Kreutzer’s etude for example) and are suited for advanced violists. The 
difficulty is reflected in the following aspects. Firstly, for each etude there is a large amount of 
double-stops in the melodic line, and these two voices do not keep the same vertical rhythmic 
pattern throughout the piece. Secondly, the rhythm is complex; the etudes include thirty-second 
notes, double-dotted notes, and some unusual rhythmic patterns. Thirdly, some of the key 
signatures are rarely used and involve extraneous key modulation. Anzoletti also makes good use 
of accidental marks, often using double sharps or flats, which ultimately makes the etudes more 
complicated. For example, study No. 1 and No. 2 have a special note below the staff that 
indicates these two studies have to be repeated in every key mentioned, and Anzoletti lists all 
these major keys in one measure as examples.28 Finally, this viola study book contains some hard 
and unusual techniques; for example, No. 2 requires the player to use arco with pizzicato at the 
same time. Additionally, No. 7 is artificial harmonic practicing, No. 8 is focused on trills only, 
and No. 9 is a theme and variations (ten variations with a finale). In short, Anzoletti’s 12 Studies 
for Viola, Op. 125 is full of challenges and is more suitably categorized as “show pieces” than 
standard viola repertoire. 
 
Blumenstengel, Albrecht: 24 Studies, Op. 33 
                                                          
28 Marco Anzoletti, 12 Studies for Viola, Op. 125 (Milan: G. Ricordi, 1929), 3. 
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Blumenstengel’s study was originally composed for the violin, and is titled as “preparatory 
studies to Kreutzer.” In the violin version of these studies, each etude contains brief practice 
suggestions at the top of the score (see the table below). These notes are meant to be 
incorporated into the player’s practicing as they play each etude. 
 
Table 2: notes for Blumenstengel’s etudes29 
1 “With short and firm bowing, from the middle to the point of the bow.” 
2 “Play with long-drawn bow; each note its full value, and with firm, decided placing of the 
fingers.” 
3 “Short, decided strokes at the tip for the detached eighths, and full long-drawn strokes, up and 
down, for the slurred eighth-notes.” 
4 “Keep bow at the tip during this entire exercise. Short, energetic strokes for all the dotted eighth 
notes, throughout. Pay close attention to stretching of the 4th finger.” 
5 “Long drawn, full bows, with careful and exact attention to the chromatic intervals.” 
6 “Long evenly drawn bowing, with firm and very decided setting of the fingers of the left hand.” 
7 “Energetic, decided strokes, at the tip of the bow.” 
8 “Short, energetic martelé bowing.” 
9 “For even and well-balanced bowing during change of strings.” 
10 “For special uses of the fourth finger in connection with long-drawn bowing.” 
11 “Changeable bowing in connection with repeated change of position” 
12 “Broken chords and running passages with constantly changing chromatic intervals. Special 
care should be devoted to clearness and purity of intonation.” 
13 “Even and well-balanced bowing.” 
14 “Mixed bowing, with more difficult passages and position changing.” 
15 “Long drawn bowing, with more advanced chromatic passage.” 
16 “For lighter and more graceful bowing.” 
17 “Arpeggio bowing, with quick changes for the left hand.” 
18 “Broken octaves; even bowing at the tip; firm and sure setting of first and fourth fingers; and 
both must remain on their respective strings during changes.” 
19 “At the middle of, and with springing, bow.” 
20 “This is a preparatory exercise for style and expression.” 
21 “Firm and energetic bowing, together with very decided setting of the fingers.” 
22 “Great care must be taken that the bow is drawn as evenly as possible, and that each tone is 
sustained for its exact value.” 
23 “This is a preparatory study for sustaining a melody and accompanying it with a running 
passage. The upper notes must be clearly sustained, and should stand out above the 
accompaniment.” 
24 “A preparatory study for style and expression in double stops.” 
                                                          
29 Albrecht Blumenstengel, Twenty-four Exercises Preparatory Studies to Kreutzer for Violin, Op. 33 (New York: 
Carl Fischer, 1911). 
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In this etude book, each study focuses on only one or two techniques. More than half of 
these studies are for different strokes preparation and bowing exercises. Some examples for the 
different aspects of the exercise are: etude No. 3 is for bow tip training, No. 7 is for dotted 
rhythms with staccato and slurs, No. 8 is designed for the martelé stroke, No. 16 is to develop a 
lighter bow in a fast tempo, and No. 19 is for a springing bow with short sixteenth notes. Etude 
No. 5, No. 6 and No. 15 are for “long evenly drawn bowing.”30 No. 9 and No. 13 are designed in 
particular to practice changing strings with well-balanced bowing, and No. 11 is a combined 
variety of bowing for sixteenth notes with string crossings. 
For left hand practicing, No. 23 is especially useful for creating power as well as firmness in 
the left-hand fingers. Broken chords as well as a running passage are emphasized in etudes No. 4, 
No. 12, and No. 17.31 Three studies were written specifically for fourth finger practicing: No. 1 
and No. 4 are for stretching the fourth finger, and No. 10 is for special use of fourth finger 
training. For intonation, No. 2 is to help players practice switching between major and minor 
second intervals, No. 12 contains augmented second intervals, No. 5 and No. 15 include 
chromatic intervals, and No. 18 is for octave practicing. 
 
Bruni, Antonio Bartolomeo: 25 Studies for Viola 
This etude book was originally composed for viola, and most of these pieces have a strong 
melodic line throughout. Multiple editions of Bruni’s method reflect the popularity of this book, 
since the first publishing in Paris in 1805 by Janet and Cotelle.32 According to the preface of this 
                                                          
30 Albrecht Blumenstengel, Twenty-four Exercises Preparatory Studies to Kreutzer for Violin, Op. 33 (New York: 
Carl Fischer, 1911), 10. 
31 Ibid., 19. 
32 Steven Lewis Kruse, “The Viola School of Technique: Etudes and Methods Written Between 1780 and 1860” 
(D.M.A. diss., Ball State University, 1985), 224. 
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etude book, it dispenses “the usual elementary directions”33 and is designed to help aspiring 
violists learn the viola clef.34 Bruni’s etudes also contain a variety of rhythmic patterns, such as 
triplets, thirty-second notes, sixty-fourth notes, and double-dotted notes. Examples of these 
elements are in etudes No. 6, No. 12, No. 16, No. 20 and No. 24. Some etudes also help the 
player to count more carefully; for example, etude No. 4 has two voice lines with different value 
notes and rests, and requires a good sense of rhythm as well as a firm left hand position. For a 
precise left hand as well as intonation, players could choose studies No. 5, No. 7 and No. 13. No. 
13, as a particular example, is based on the scale but in a variety of ways in order to show scale 
patterns. In this etude book, dynamic changes are one of the most important elements. There are 
many dynamic contrasts and sometimes Bruni uses “fp” to express the musical motion. 
 
Campagnoli, Bartolomeo: 41 Caprices, Op. 22 
This caprice book was originally composed for viola, and is a great source of technique 
practicing for viola students. Largely, it is treated as a comprehensive book of advanced etudes 
written for the viola.35 Although the first edition of the book (edited by Breitkopf and Härtel in 
1825) lacked much annotation, Primrose and others later edited the book to have a variety of 
fingerings, bowings, and dynamics.36 Campagnoli’s caprices are held in high regard by 
performers and pedagogues and is an original viola work. As Riley mentioned in The History of 
the Viola, this etude book has “aptly been called ‘the Kreutzer-Fiorillo of the viola’.”37 Straeten 
expands on Campagnoli like so, 
                                                          
33 Maurice Riley, The History of the Viola (Ann Arbor: Braun-Brumfield, 1980), 181. 
34 Ibid. 
35 Ibid., 182. 
36 Nicholas Cords, “Tips on Approaching Campagnoli’s 41 Caprices for Viola,” Strings, April 11, 2019, 
https://stringsmagazine.com/tips-on-approaching-campagnolis-41-caprices-for-viola. 
37 Maurice Riley, The History of the Viola (Ann Arbor: Braun-Brumfield, 1980), 169. 
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He was a virtuoso on the viola, and this is clearly shown in his 41 caprices 
which are the finest original studies ever written for that instrument, and 
contain almost everything that is essential for the art of bowing as well as for 
the left hand. Moreover, they are musically interesting and contain a wealth of 
rhythmical variety.38 
The caprices have beautiful melodic lines with clear harmonic structure. Based on all the 
keys, there are variety of methods in each etude that focus on intonation (No. 18, No. 19, and No. 
29), accidental notes (No. 5 and No. 39), double sharp marks (No. 3 and No. 39), half-step 
motion (No. 3, No. 9, No. 27, No. 38), broken chords (No. 11, No. 15, No. 20, and No. 36), 
double-stops in thirds, sixths (No. 2, No. 7, and No. 14), and octaves (No. 13). The following 
paragraphs will focus in on a few caprices in particular, to show examples of how each caprice 
can help certain skills. 
No. 19 has multiple-scale variations that introduces different bowings, and includes twenty-
four major-minor scales in one piece. In this caprice, players can build a clear concept of all the 
major and minor scales while making a connection between each of them. Caprice No. 20 is a 
good example of arpeggiation from the first position up to the seventh. It is also a useful method 
for practicing shifting with proper intonation. Similar to No. 20, No. 36 has broken chords and 
running passages with different rhythm patterns and different bowings. 
For double-stops training, No. 2, No. 7, and No. 14 are mainly for thirds and sixths; No. 13 
is for octaves; and No. 8, No. 23, and No. 30 are for mixed double-stops and chords. Caprice No. 
23 is an etude that goes from single notes to double-stops and to chords, which helps players to 
gradually adjust their left-hand frame and the height of their right arm. 
Campagnoli’s 41 Caprices, Op. 22 has complex rhythmic challenges with a mixture of 
bowings. For instance, No. 4 and No. 26 include double-dotted notes, thirty-second notes, 
                                                          
38 Louise Rood, “The Viola as Solo Instrument” (Master’s thesis, Smith College, 1942), 67. 
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sextuplet, and other regular rhythmic patterns. For bowing technique training, No. 16, No. 22 and 
No. 37 focus on string crossings. No. 12 is for “choreography” or bow distribution. No. 1 and No. 
6 alternates between double-stops and single notes in one long bow from frog to tip and vice 
versa, which requires control of the right arm with an even motion. No. 17, the theme and 
variations, is “definitely a work of recital dimensions,”39 especially with its difficult rhythm and 
bowing techniques. 
 
Dancla, Charles: 20 Etudes Brillantes, Op. 73 
This etude book includes advanced level practicing for both the left hand and right arm. For 
stroke technique, etudes No. 4 and No. 14 include staccato, spiccato, detache, and so on. No. 12 
has both single notes and double-stops staccato with slurs. For left hand practice, No. 9 is only 
played in the second position, and No. 8 is only played in the fifth position. These two positions 
are easily neglected in the training of younger violists, but often advantageous to know for the 
advanced viola literature. In etude No. 13, Dancla gives a very specific reason as to what the 
etude is designed for: “dexterity of the left hand.”40 It requires players to play twenty-four notes 
in one bow with different positions and string crossings. Etude No. 15 is designed for the quick 
switch back and forth of adjacent positions, which requires players to keep the left hand loose 
and adjust the hand frame as fast as possible. No. 17 is especially for extended fourth finger 
training. In this etude book, there is one cadenza (No. 18) composed for Viotti’s 24th Violin 
Concerto, which makes a connection with standard repertoire. Besides technique practicing, 
Dancla also composed two etudes with musical expression, which are No. 2 (Rêverie) and No. 6 
                                                          
39 Maurice Riley, The History of the Viola (Ann Arbor: Braun-Brumfield, 1980), 182. 
40 Charles Dancla, 20 Etudes Brillantes, Op. 73, ed. Reiner Schmidt (New York: C. F. Peters, 1997), 26. 
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(Pastorale). In this way, Dancla’s etudes function as exercises to improve technique, and to foster 
musical expression. 
 
Dont, Jakob: 24 Etudes and Caprices, Op. 35 and 20 Progressive Exercises, Op. 38 
Dont’s 24 Etudes and Caprices, Op. 35 are transposed from the violin version of these exercises. 
In the 24 Etudes, a common characteristic is the variety of grace notes (ornaments), trills, 
mordents, and arpeggio chords, which are included in No. 6, No. 9, No. 15, and No. 22. Many of 
the chords in this etude book are marked with arpeggio, arpeggio upward, or arpeggio 
downwards. For double-stops and chords practicing, No. 8 is especially beneficial for the 
practice of thirds. No. 16 is beneficial for thirds and sixths, No. 10 is combined double-stops with 
string crossings, and No. 1 is only composed with chords. In etude No. 15, Dont also writes many 
natural harmonics with shifting. Kruse evaluates Dont’s etude in his dissertation, “the Dont 
etudes are not as virtuosic or musical as the Mazas studies, but instead provide a solid foundation 
on which to build left-hand technique.”41 
The other etude book discussed in this section, 20 Progressive Exercises, Op. 38 is 
composed for violin with an accompaniment of a second violin, and each exercise contains a 
note of practicing suggestions at the top of the score. Dont’s innovative use of the violin 
accompaniment with these etudes instrument helps players check their intonation. For left hand 
technique, No. 5 and No. 6 are designed for even left fingers and keeping the fingers on the 
fingerboard; No. 7 is for trill practicing; No. 11 is especially for unnoticeable shifting; No. 12 is 
                                                          
41 Steven Lewis Kruse, “The Viola School of Technique: Etudes and Methods Written Between 1780 and 1860” 
(D.M.A. diss., Ball State University, 1985), 147. 
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an energetic finger exercise, and No. 15 is a practice of extension for the fourth finger. In regards 
to the right hand, No. 16 is an exercise of how to practice pick-up notes in an upbeat gracefully. 
 
Fuchs, Lillian: 15 Characteristic Studies for Viola and 16 Fantasy Etudes for Viola 
These two books of studies are dedicated to her husband Ludwig Stein, and both convey 
beautiful melodic and strong dynamic contrast. Lillian Fuchs was a virtuoso performer herself, 
and her compositions readily address some common technical shortcomings in viola playing. 
Some of the etudes are focused on a variety of rhythmic patterns with different strokes, and 
some are composed for intonation, accidentals, half-steps, double-stops, harmonics, and grace 
notes exercises. One etude from each book is written in fugue style with one melodic line—No. 
14 from 15 Characteristic Studies for Viola and No. 12 from 16 Fantasy Etudes for Viola. Fugue 
style is not often used for etudes, but these two studies are good exercises to practice before the 
study of Hermann’s A Little Fugue. Another special characteristic of 16 Fantasy Etudes for Viola 
is that each etude is assigned one highly expressive word to give the performer creative freedom: 
Preludio, Venusto, Piacevole, Risonante, Amorevole, Risentito, Posato, Agilmente, Morbidezza, 
Giochevole, Strepitoso, Fugato, Frescamente, Aria Parlante, Marziale, and Precipitoso. 
 
Hoffmeister, Franz Anton: 12 Etudes for Viola 
Hoffmeister’s book of etudes is originally composed for viola. Each etude does not have a 
specific technique to practice, but instead has singing melodic lines. There are numerous places 
in these etudes which are reminiscent of his significant work Viola Concerto in D Major. 
Although these etudes are not compositional long, they display a wide variety of structure and 
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style—particularly, the same style as a sonata or concerto would have in that period.42 This etude 
book contains challenging fingerings and bowings that will be difficult even to a more advanced 
student, and is said to have “comparable technical difficultly”43 to Pierre Rode’s Caprices, 
according to Riley. 
 
Kayser, Heinrich Ernst: 36 Studies for Viola, Op. 43 
Kayser wrote etude books for violin, but Op. 43 was composed particularly for the viola. His 
etudes follow a similar pattern that later etude books have; the earlier etudes in this collection 
start with a review of technical skills the player already learned and are used as a foundation that 
new skills are built on.44 In this etude book, each study is considered brief, with the shortest one 
being only eight measures. However, even with the succinct length, each study has specific 
techniques that it focuses on, both between the right arm and left hand. As for the right arm, 
etude No. 1 has seventeen methods of bowing practice. Other right arm exercises include No. 5, 
No. 7, and No. 12, and No. 20 for staccato practicing, with No. 20 particularly designed for 
staccato accents on the downbeat. No. 9 and No. 18 are mainly for string crossings with the 
whole bow. Some etudes are written for rhythm practicing as well. No. 2, No. 4, and No. 10 are 
for dotted rhythms. No. 17 and No. 33 are for double-dotted rhythm. No. 14 and No. 25 are 
specific for pick-up practicing. There are etudes designed for the left hand as well; for example, 
No. 15 and No. 19 are scale variations, No. 16 and No. 22 are for chromatic scales, and No. 3, 
No. 18, No. 31, and No. 35 are mainly for arpeggiation. 
                                                          
42 Steven Lewis Kruse, “The Viola School of Technique: Etudes and Methods Written Between 1780 and 1860” 
(D.M.A. diss., Ball State University, 1985), 232. 
43 Maurice Riley, The History of the Viola (Ann Arbor: Braun-Brumfield, 1980), 183. 
44 Steven Lewis Kruse, “The Viola School of Technique: Etudes and Methods Written Between 1780 and 1860” 
(D.M.A. diss., Ball State University, 1985), 135. 
24 
 
Kreutzer, Rodolphe: 42 Studies 
Kreutzer is one of the most familiar composers for both violinists and violists. His 42 Studies 
have a special corner in violin literature.45 The etudes in this book are very difficult and teach a 
plethora of valuable skills, and these etudes are often referred to as the “violinist’s Bible.”46 
Furthermore, this etude book gives modern violin players a unique approach to the fluency of the 
left hand.47 As one of the founders of the French violin school, Kreutzer “was marked by 
brilliance of style, objectivity of approach and lack of emphasis on the expansive type of 
lyricism.”48 The etudes reflect this, and are known by teachers across the globe as being the basis 
of good technique.49 
Many of Kreutzer’s etudes supply the student with multiple bowings and strokes to practice 
with such as the most well-known etude No. 2. In the first edition, there are fifteen bowing 
variations, Friedrich Hermann’s edition has twelve variations, Jakob Dont’s has twenty-four, and 
Abram Yampolsky’s has the most, at fifty-seven variations. Kreutzer’s 42 Studies is similar to 
the other etude books, which contains both right-hand stroke practicing and left-hand techniques. 
Shifting to the higher positions is an emphasized skill, specifically with finger patterns and 
extensions.50 At the same time, most of the “left-hand problems are isolated and presented with a 
minimum of right-hand complications.”51 As for etudes designed for the right hand, there are No. 
4, No. 9, and No. 29 for even bow exercises; No. 10, No. 11, No. 13, No. 30, and No. 36 are 
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org.ezproxy.library.unlv.edu/10.1093/gmo/9781561592630.article.15527. 
48 Ibid. 
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50 Steven Lewis Kruse, “The Viola School of Technique: Etudes and Methods Written Between 1780 and 1860” 




mainly for string crossing with different levels. Etude No. 36 is designed to alternate between 
single notes and double-stops, which requires control and balance of the right arm. For trill and 
grace note practicing, etudes No. 15 to No. 22 and No. 40 supply a variety of methods with 
different rhythmic patterns, which give teachers and students more than one choice to focus on 
trill practice. Etude No. 25 is slightly different than the other etudes in this book since it is more 
of a cadenza style with unmeasured running notes. To play this etude, players must have an 
energetic left hand, clear running notes, clean string crossings, dynamic contrast, and interesting 
musical ideas. 
 
Mazas, Jacques Féréol: Etudes, Op. 36, Book 1: 30 Etudes Spéciales 
Mazas wrote two etude books (originally for violin), with the purpose to serve as preparation for 
Kreutzer’s 42 Studies. Compared to Kayser’s, Mazas’s book contain more melodic etudes, 
meanwhile, “much greater emphasis is placed on cantabile and legato playing as well as 
production and dynamics.”52 The etudes in Book I have a title for each exercise, and I organized 







                                                          
52 Steven Lewis Kruse, “The Viola School of Technique: Etudes and Methods Written Between 1780 and 1860” 
(D.M.A. diss., Ball State University, 1985), 139. 
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Table 3: notes for Mazas’s etude 
No. Title Technique 
1 Exercise in Crescendo and 
Diminuendo 
dynamic change; broken chords, scale runs; semitone changes; 
shifting 
2 Development of the Bow whole-bow and half-bow; accent, tenuto, staccato; broken chords, 
runs in thirds; natural harmonics; shifting 
3 Firmness of the Bow rhythm; broken chords, scale runs; ornaments (turn preparation); 
shifting 
4 Development of the Bow triplets; accent, tenuto, forzando; different bowing training; broken 
chords, scale runs; shifting 
5 Detached Notes different rhythm training; dynamic; broken chords, scale runs; 
harmonic changes, minor and major thirds; shifting 
6 Detached Notes accent, tenuto, forzando; broken chords, runs in thirds; shifting 
7 Cantabile rhythm; ornaments; shifting (on C string) 
8 Division of the bow in the 
Cantilene playing 
key change; bow distribution; shifting 
9 March dotted rhythm, sextuplet; broken chords; double stop intervals 
(seconds, sevenths); ornaments; shifting 
10 Vigorously with the point of the 
bow 
staccato; changing the strings, crossing the strings; broken chords, 
octaves; ornament combined with harmonics; shifting 
11 Crossing the Strings without 
lifting the Bow 
crossing the strings in fast tempo; staccato with forzando; tenths; 
shifting 
12 The first note to be firmly 
accentuated 
triplets; solid staccato; octaves, sixths, sevenths; keeping the finger 
down on the string; shifting 
13 Preparatory exercise for the Trill legato; preparation for trill; major seconds, minor seconds; shifting 
14 The Trill trill, ornaments; shifting 
15 The Mordent mordent; crossing the strings; shifting 
16 Various Bowings acciaccatura; broken chords; shifting 
17 Various Bowings half-steps; broken chords; ornaments; shifting 
18 Romance acciaccatura, double appoggiatura, trill; thirty-second notes (rests); 
natural harmonics; dynamics; shifting 
19 Finger-Exercise scale runs, interval runs; fast speed in the left hand, and slow speed 
in the right hand; shifting 
20 Shifting triplets; broken chords; shifting 
21 Flexibility of the Wrist changing the strings in a fast tempo (right arm); sixteen-notes 
(keeping in the same tempo); intervals, natural harmonics; shifting 
22 The same Study in Triplets triplets; intervals, natural harmonics; change the strings (right arm); 
shifting 
23 Short detached strokes and 
octaves 
broken chords, octave runs, chromatic runs; staccato; trill, 
ornaments: acciaccatura, double appoggiatura; shifting 
24 The Mordent broken chords, octaves; ornaments: mordent; shifting 
25 At the nut double stops: thirds, seconds; shifting 
26 Polonaise rhythm; scale runs, broken chords; intervals, double stops; 
acciaccatura; shifting 
27 Cantabile passages and double 
stopping 
pizzicato; acciaccatura, trill; scale runs, runs in thirds, broken 
chords; double stops; dynamics; shifting 
28 Ease in bowing broken chords, double stops; scale runs; shifting 
29 The Chatterbox spiccato; grace notes; broken chords, double stops, chords; scale 
runs, runs in thirds; shifting 





All the etudes mentioned in this chapter span from the late eighteenth century to the twentieth 
century, which include both original and transposed works. Despite the history of the viola etude 
not being very long, these materials cover a wide variety of techniques that can help students to 
improve all facets of their playing. Students have the option to practice using multiple etudes, or 
they could be encouraged to create their own exercises for certain techniques that challenge them 






Friedrich Hermann and His Composition 
Biography 
There is limited documentation about Hermann through UNLV’s General Search (no results) and 
Library Databases (98% no result). Due to this, my research was mainly compiled from outside 
of the UNLV databases; there is no record on the main music dictionary (for example, Music 
Index, Oxford Music Online, and The New Grove Dictionary of Music and Musicians), no record 
on the main music literatures, theses, journals, or magazines (for example, JSTOR, RILM 
Abstracts of Music Literature, Academic Search Premier, EBSCO eBook Collection, Oxford 
Journals, Dissertations and Theses, Readers’ Guide to Periodical Literature Retrospective, 
Newspaper Source Plus, London Times Digital Archive, New York Times, and so on). The only 
record of Hermann that could be found is from the Naxos Music Library, which is the most 
comprehensive classical music library online. On this website is a recording of one of Hermann’s 
compositions for violins, and two other recordings composed by Beethoven and Mendelssohn 
that was arranged by Hermann. 
Friedrich Valentin Hermann, a German composer, arranger, violinist, violist and 
distinguished teacher, was born on February 1, 1828 in Frankfurt and passed away on September 
27, 1907 in Leipzig, Germany.53 He was “one of the most famous violin pedagogues working in 
Germany towards the end of the 19th century.”54 He began his musical study at the Conservatory 
of Music in Leipzig in 1843, studied the violin with Ferdinand David (1810–1873) and 
composition with Moritz Hauptmann (1792–1868), Niels Wilhelm Gade (1817–1890), and Felix 
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Mendelssohn (1809–1847). Later, Ferdinand David describes that “Hermann had worked 
diligently and with good conduct and that he deserved the highest praise.”55 Beside the violin, 
Hermann also played the viola. From 1846 to 1875, he won the position as a viola player in the 
Gewandhausorchester Leipzig (principal of viola) and various theatre orchestras. Additionally, 
he was a member of the Gewandhaus Quartet. From 1848 to 1878, he taught at Conservatory of 
Music in Leipzig as a violin professor, and devoted his whole life to teaching. In 1883, he was 
named as a “Royal Saxon Professor.”56 
 
Hermann’s Compositions 
Through the International Music Score Library Project (IMSLP) website, I organized Hermann’s 
own compositions, collections, arrangement works, and so on into forms (see the appendix 2 to 
6). Hermann’s compositions are mostly composed for string instruments, including one 
symphony, one string quartet (String Quartet in E Minor, Op. 8), one string trio for violin, viola 
and cello (Terzinen, Op. 25), one duet for violin and cello (Grand Duo Brillant for Violin and 
Cello, Op. 12), over fifteen violin works, three cello works, and five viola works. These viola 
works include two etude or study technique practices, and three romantic style compositions 
(table 4). Hermann’s composition style “shows his affinity with the new emerging romantic 
virtuoso style that was part and parcel of 19th century string playing.”57 His music in general is 
well-constructed, and clearly follows Mendelssohn, his former teacher, in his composition 
textures.58 His Six Concert Studies, Op. 18 is an example to display these characteristics, which 
                                                          







are a clear structure, beautiful melody lines, rhythmic variety, strong harmonies, and dramatic 
dynamics, with some specific challenging techniques for each piece. 
 
Table 4: Friedrich Hermann’s viola compositions 
Work Title Opus Movements/Sections First publication 
Andante, Scherzo, Romanze and 







Potpourri aus Lohengrin   1896–99 
6 Stücke for Viola and Piano Op. 15 
1. Adagio (G major) 
2. Allegretto (E minor) 
3. Allegro vivace (D major) 
4. Fugato (D minor) 
5. Adagio (A-flat major) 
6. Scherzo (F major) 
1863 
Concert Studies for Viola Op. 18 





6. Chromatic Study 
1881 
Technical Studies for Viola Solo Op. 22 12 1881 
 
As an arranger and editor, Hermann is well-known to violin students. He arranged violin 
works that were published by Peters and Augener,59 and became a valued contributor to 
publishers for classical works for string instruments.60 On the other hand, his teachers, both 
Ferdinand David and Felix Mendelssohn “had connections to the older French violin school of 
Kreutzer, Viotti and Rode, and Hermann showed the greatest respect for this school by editing 
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numerous French school works.”61 His arrangements span over several generations of 
compositions and widely cover many great composers’ compositions (table 5–7). 
 
Table 5: Hermann’s arrangements works from Baroque period composers 
Composer Years Nationality 
Arcangelo Corelli 1653-1713 Italian composer and violinist 
Tomaso Antonio Vitali 1663-1745 Italian composer and violinist 
Antonio Lotti 1667-1740 Italian composer 
Antonio Vivaldi 1678-1741 Italian composer and violinist 
Johann Sebastian Bach 1685-1750 German composer 
George Frideric Handel 1685-1759 German-British composer 
Johann Georg Pisendel 1687-1755 German composer and violinist 
Giuseppe Tartini 1692-1770 Italian composer and violinist 
Pietro Antonio Locatelli 1695-1764 Italian composer and violinist 
Jean-Marie Leclair 1697-1764 
French composer and violinist 
founder of French violin school 
Johann Adolph Hasse 1699-1783 German composer 
Giovanni Battista Martini 1706-1784 Italian composer 
 
 
Table 6: Hermann’s arrangements works from Classical period composers 
Composer Years Nationality 
Christoph Willibald Gluck 1714-1787 Bohemian-Austrian composer 
Joseph Haydn 1732-1809 Austrian composer 
Roman Hoffstetter 1742-1815 German composer 
Luigi Boccherini 1743-1805 Italian composer and cellist 
Giovanni Battista Viotti 1755-1824 Italian Violinist 
Wolfgang Amadeus Mozart 1756-1791 Austrian composer 
Ignaz Pleyel 1757-1831 Austrian-French composer 
Luigi Cherubini 1760-1842 Italian composer 
Jan Ladislav Dussek 1760-1812 Czech composer and pianist 




                                                          




Table 7: Hermann’s arrangements works from Romantic period composers 
Composer Years Nationality 
Ludwig van Beethoven 1770-1827 German composer 
Pierre Rode 1774-1830 French violinist 
Johann Nepomuk Hummel 1778-1837 Austrian composer and pianist 
John Field 1782-1837 Irish composer and pianist 
Louis Spohr 1784-1859 German composer and violinist 
Carl Maria von Weber 1786-1826 German composer 
Ludwig Wilhelm Maurer 1789-1878 German composer and violinist 
Moritz Hauptmann 1792-1868 German composer 
Gioachino Rossini 1792-1868 Italian composer 
Franz Schubert 1797-1828 Austrian composer 
Vincenzo Bellini 1801-1835 Italian opera composer 
Charles-Auguste de Bériot 1802-1870 Belgian composer and violinist 
Friedrich Burgmüller 1806-1874 German composer and pianist 
Felix Mendelssohn 1809-1847 German composer and pianist 
Frédéric Chopin 1810-1849 Polish composer and pianist 
Ferdinand David 1810-1873 German violinist 
Otto Nicolai 1810-1849 German composer 
Robert Schumann 1810-1856 German composer 
Franz Liszt 1811-1886 Hungarian composer and pianist 
Richard Wagner 1813-1883 German composer 
Antonín Dvořák 1814-1904 Czech composer 
Robert Volkmann 1815-1883 German composer 
William Sterndale Bennett 1816-1875 English composer and pianist 
Niels Gade 1817-1890 Danish composer and violinist 
Joachim Raff 1822-1882 Swiss composer and pianist 
Anton Rubinstein 1829-2894 Russian composer and pianist 
Carl Goldmark 1830-1915 Hungarian composer 
Johannes Brahms 1833-1897 German composer 
Max Bruch 1838-1920 German composer 
Hermann Goetz 1840-1876 German composer 
Johan Svendsen 1840-1911 Norwegian composer and violinist 
Pyotr Tchaikovsky 1840-1893 Russian composer 
Edvard Grieg 1843-1907 Norwegian composer and pianist 
Asger Hamerik 1843-1923 Danish composer 
Charles-Marie Widor 1844-1937 French organist 
Ludvig Schytte 1848-1909 Danish composer and pianist 
Xaver Scharwenka 1850-1924 
Polish-German composer and 
pianist 
Ernst Heim 1854-1935 Swiss composer and violinist 
Engelbert Humperdinck 1854-1921 German composer 
Philipp Mittell 1865-1943 German violinist 





According to the tables above and appendix 4, Hermann’s arrangement and edited works 
involved a large number of violin and viola compositions, including etudes as well, such as 
Alard’s Etudes caractéristiques, Op. 18, Hoffmeister’s 12 Etudes for Viola, Rode’s 12 Etudes for 
Violin, Kreutzer’s 42 Studies, Mazas’s Etudes, Op. 36 and many more. All these works 
influenced his own composition as well, and there are many connected parts between his Six 
Concert Studies, Op. 18 and other outstanding violin and viola etudes and standard solo 
repertoire. 
The review of The Chamber Music Journal indicates, “it is hardly surprising that the 
compositions of a recent student of Mendelssohn should show the influence of that master,”62 
and at that time, he “had been considered the greatest composer since Beethoven.”63 In spite of 
that, Hermann’s works are rarely heard in concert and are only used as teaching examples,64 
particularly for his composition’s soloistic Romantic style.65 In the next chapter, I will introduce 
and analyze his Six Concert Studies, Op. 18 in both musical interpretation and technical 
comprehension. 
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Analysis of Hermann’s Concert Studies for Viola, Op. 18 
1. Prelude and A Little Fugue 
Friedrich Hermann’s Six Concert Studies, Op. 18, include six pieces with titles. The first etude 
(concert study) is Prelude and A Little Fugue. The first part, Prelude is easy to connect with J. S. 
Bach’s preludes from the Six Suites for Solo Cello, BWV 1007–1012. Hermann’s Prelude 
combines elements of Bach’s cello suites in his concert study. 
 
Structure 
Hermann’s Prelude is well-constructed, and there are three basic melody shapes at the beginning 
of this piece, which are arch-shaped within three beats (figure 1), arch-shaped with one beat 
alone plus two beats grouped together (figure 2), and arch-shaped combined within two beats 
grouped plus one beat alone (figure 3). 
 






Figure 2: Hermann’s Six Concert Studies, Op. 18, No. 1, mm. 9–12 
 
 
Figure 3: Hermann’s Six Concert Studies, Op. 18, No. 1, mm. 13–14 
 
 
The main structure of this Prelude is based on the Bach’s Six Suites for Solo Cello, No. 2, 
BWV 1008. Both of them contain about sixty measures, the main rhythmic pattern is sixteenth 
notes, are both in a minor key signature, and the time signature is 3/4. 
 
Perfect Fifth Interval 
The first characteristic in this Prelude is perfect fifth intervals. Hermann uses this interval no less 
than thirty times, which imitates the beginning of Bach’s Six Suites for Solo Cello, No. 1 (figure 
4). For example, in measures 1 and 2 (figure 5), the intervals between A–E and F–C are perfect 
fifths. Players need to use one finger to press two strings at the same time; meanwhile, they need 
to adjust the angle of their fingers to make sure they have good intonation. Another example is 
measures 26 and 27 (figure 6) between C and G, which are the same as Bach’s use of open 
strings to fill the perfect fifths. In figure 6, players do not need to concern themselves with 
intonation, but how to control the height of the right arm. 
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Figure 4: Bach’s Six Suites for Solo Cello, No. 1, m. 1 
 
 
Figure 5: Hermann’s Six Concert Studies, Op. 18, No. 1, mm. 1–2 
 
 




Another important practical technique is crossing strings in this piece. Sometimes, Hermann uses 
four string crossings in one bow; for example, in measures 9–12 (figure 2), the bow must go 
from the lowest C string to the G, D, and A string, and then go backwards to C string again. This 
pattern is repeated six times in these four measures. 
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For practicing the bow arm, players could modify the study in a variety of ways, from easy 
to difficult. The first type is from Kayser’s 36 Studies for Viola, Op. 43, No. 9 (figure 7), which 
is mainly changing between two neighbor strings. 
 
Figure 7: Kayser’s 36 Studies for Viola, Op. 43, No. 9, mm. 1–2 
 
 
The second type is Blumenstengel’s 24 Studies, Op. 33, No. 17 (figure 8) that has a regular 
pattern going from the lower strings to upper strings with a down bow, and going the opposite 
direction with an up bow. It is a good start to learn to control the height and angle of the right 
arm and elbow. In this etude, it includes perfect fifth interval practicing as well. 
 





The third type is mixed direction with mixed bowing. There are two examples for this type: 
Hermann’s other etude Technische Studien, Op. 22, No. 5 (figure 9) and Campagnoli’s 41 
Caprices, Op. 22, No. 16 (figure 10), both with more than one arm direction (from a lower string 
to a higher string or opposite way) in one bow. 
 
Figure 9: Hermann’s Technische Studien, Op. 22, No. 5, mm. 35–41 
 
 
Figure 10: Campagnoli’s 41 Caprices, Op. 22, No. 16, mm. 10–12 
 
 
Large String Crossings 
For string crossings, Hermann also uses outer strings (A and C) to skip the inner strings (D and 
G). This technique requires an active bow arm to achieve a clear sound. There are two extended 
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intervals in this Prelude, which are in measure 19 and measure 46 (figure 11). In measure 19, the 
last two beats are from g3 back to a-sharp, is almost three octaves. In measure 46, the highest 
note a3 to the lowest d-sharp covers over three octaves. 
 
Figure 11: Hermann’s Six Concert Studies, Op. 18, No. 1, m. 19 and m. 46 
 
 
This motive is shown in Bach’s Six Suites for Solo Cello, No. 1 in measure 21 and measure 
29 (figure 12). Measure 21 is an example of the bow needing to skip from a higher string back to 
a lower string, and measure 29 is an example of the bow crossing in the opposite direction. 
 
Figure 12: Bach’s Six Suites for Solo Cello, No. 1, m. 1 
 
 
To practice large skips of string crossings, players can start to get familiar with the angle of 
their bow arm by moving their bow over the open strings without playing, and then combine it 
with specific etudes, which will be discussed in the next paragraph. 
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The first type of string crossings is with repeated bass note or top note; examples of this can 
be found in Fuchs’s 15 Characteristic Studies for Viola, No. 13 (figure 13), Blumenstengel’s 24 
Studies, Op. 33, No. 3 (figure 14), and Dont’s 24 Etudes and Caprices, Op. 35, No. 10 (figure 
15). In Fuchs’s study, there are two bass notes that are repeated on up-beats in different phrases, 
which are open strings C and G. Blumenstengel repeated the same notes in each measure, and 
requires players to control the bow arm back to the original height to make a clear sound with 
shifting. Dont uses the same pattern for each beat but in double-stops, which demands players to 
prepare the direction and angle for the right arm and achieve a balanced sound for the two notes 
playing simultaneously. 
 
Figure 13: Fuchs’s 15 Characteristic Studies for Viola, No. 13, mm. 17–21 
 
 







Figure 15: Dont’s 24 Etudes and Caprices, Op. 35, No. 10, mm. 1–2 
 
 
The second type of string crossings is demonstrated in Kreutzer’s 42 Studies for Viola, No. 
10 (figure 16) and Campagnoli’s 41 Caprices, Op. 22, No. 11 (figure 17). They both have lower 
notes in a down bow and higher notes in an up bow, with the difference being that Kreutzer’s 
etude No. 10 has crossings from lower to higher strings, and Campagnoli’s No. 11 goes the 
opposite way. In order to practice the lower note with the up bow, students could try to start 
within the opposite bowing. 
 
Figure 16: Kreutzer’s 42 Studies for Viola, No. 10, mm. 1–3 
 
 





The method demonstrated in Kreutzer’s 42 Studies for Viola, No. 7 (figure 18) with two 
different bowings for the first half and the second half helps students to control the balance and 
easily find the contact point for the bow. 
 
Figure 18: Kreutzer’s 42 Studies for Viola, No. 7, mm. 1–2 and mm. 27–28 
 
 
Campagnoli’s 41 Caprices, Op. 22, No. 37 (figure 19) is designed for large skips of string 
crossings without any specific or repeated patterns. This required players to plan ahead for the 
bow arm. 
 
Figure 19: Campagnoli’s 41 Caprices, Op. 22, No. 37, mm. 1–4 
 
 
Hidden Chromatic Scale Line 
From measures 9 to 14, there is a hidden rising chromatic scale line (figure 20) in every two 
beats. This characteristic is shown in Bach’s Six Suites for Solo Cello, No. 1 in measures 37–38 
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(figure 21), with the chromatic scale line rising from F up to F-sharp over one octave. In Bach’s 
Suite No. 1, there is only one single repeated note D between the scale degrees; however, in 
Hermann’s there is an arpeggiated melodic line to emphasize the rising chromatic scale line. 
 




Figure 21: Bach’s Six Suites for Solo Cello, No. 1, mm. 37–38 
 
 
Additionally, Hermann composed two hidden descending chromatic scale lines (figure 22) 









In Hermann’s Prelude, there are two main sequence motives (figure 23 and 24), both rising and 
repeating five times. The intervals between each sequence are either a minor third or augment 
second, both of which contain three half steps. 
 












This motive is displayed both in Bach’s Six Suites for Solo Cello, No. 2 (figure 25) and No. 
3 (figure 26). These two examples of Bach’s both have rising sequences that begin with a 
consecutively raised half-step. However, Hermann only chose sixteenth notes as the motive, and 
the sequence was shortened by one beat instead of one measure to increase the tension of the 
melodic line. In figure 27, the motive still lasts one measure, but each sequence is set apart by a 
minor or major third that is similar to Hermann’s sequence interval. 
 







Figure 26: Bach’s Six Suites for Solo Cello, No. 3, mm. 72–75 
 
 
Figure 27: Bach’s Six Suites for Solo Cello, No. 2, mm. 26–29 
 
 
Apart from the rising sequence motives, Hermann uses a descending sequence (figure 28) to 
decorate the melody as well. This motive can be found in Bach’s Six Suites for Solo Cello, No. 2 
in measures 21–22 (figure 29). Both of these examples are sixteenth notes, with the sequences 
appearing in the last three notes of the sixteenths. The main difference is that Hermann uses the 
last note as the beginning of the next sequence, while Bach uses the penultimate note of the 
sixteenth grouping as the beginning note of the next one. 
 







Figure 29: Bach’s Six Suites for Solo Cello, No. 2, mm. 21–22 
 
 
These sequences can be found in Bach’s Suite No. 1 (figure 30) and No. 3 as well (figure 
31). No. 1 has a longer motive than previous examples and easily identified bowing. 
 
Figure 30: Bach’s Six Suites for Solo Cello, No. 1, mm. 29–30 
 
 
Figure 31: Bach’s Six Suites for Solo Cello, No. 3, mm. 75–76 
 
 
Repeated Bass Notes 
When we listen to Bach’s preludes for cello or piano, we can tell that the lower notes often are 






Figure 32: Bach’s Six Suites for Solo Cello, No. 1, mm. 1–4 
 
 
Figure 33: Bach’s Six Suites for Solo Cello, No. 3, mm. 45–60 
 
 
These repeated lower notes on the downbeat are also a feature of Hermann’s Prelude. For 
example, in measures 26–37 (figure 34), the lowest note C is repeated sixteen times, and most of 






Figure 34: Hermann’s Six Concert Studies, Op. 18, No. 1, mm. 26–37 
 
 
In measures 47–50 (figure 35), the lower E is repeated five times, each with accents. All of 
these dynamic markings indicate that the composer wants performers to emphasize these notes in 
order to stress the bass notes and create a clear melodic line. Even though Bach’s preludes do not 
have any dynamic markings, performers will tend to use vibrato or a longer bow to bring it out 
more. The biggest difference between Hermann and Bach is that Bach repeats the bass note 
regularly in every two beats or even every beat, while Hermann begins to repeat the bass note 
every three beats (one measure) and then adjust it to three times every two measures, which 









Sometimes composers use different strings to get a certain tone color in string works. One way to 
do this is to shift to different positions, which keeps the bow on one string to maintain the same 
tone color. The other method is to use the same notation successively but playing them on 
different strings to obtain various tone colors. In Hermann’s Prelude, he decides to use the fourth 
finger and open string to compare the note A from measures 51 to 55 (figure 36). 
 
Figure 36: Hermann’s Six Concert Studies, Op. 18, No. 1, mm. 51–55 
 
 
In Bach’s Six Suites for Solo Cello, No. 6, there is a larger number of the same motive 
throughout the whole piece (figure 37). It is imperative to keep good intonation, especially when 
the note is compared to an open string. 
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Figure 37: Bach’s Six Suites for Solo Cello, No. 6, mm. 1–2 
 
 
Another application for this motive is Quincy Porter’s (1897–1966) Speed Etude (figure 
38), where the composer uses a single note A repeated four times consecutively. For playing 
these measures, players are required to have accurate intonation and rhythm for changing strings. 
 
Figure 38: Porter’s Speed Etude, mm. 48–49 
 
 
Subject of Fugue 
After the Prelude, there is A Little Fugue that follows with the same key signature and time 
signature. A common note between the two pieces is E, which is the last note of Prelude and the 
first note of Fugue. A fugue, as a type of composition, is not common in viola repertoire. The 
most famous fugue written for strings is Bach’s Six Violin Sonatas and Partitas, BWV 1001–
1006. The subject of Hermann’s Fugue, as shown in figure 39, is a simple rhythm with step 
motion, with the melody shaped like the letter M. This subject is similar to Bach’s fugue from 
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Violin Sonata No. 1 in G minor (figure 40): it has step motion with simple rhythm, but the 
melody is shaped like the letter W instead of M. 
 
Figure 39: Hermann’s Six Concert Studies, Op. 18, No. 1, A Little Fugue’s subject 
 
 
Figure 40: Bach’s Six Violin Sonatas and Partitas, Sonata No. 1 Fugue’s subject 
 
 
Different Types of Subject 
Hermann’s subject appears over ten times in the whole Fugue, and there are four types of 
variations. The first variation is the exact copy of the notes but one octave higher with different 
articulation and bowing (figure 41). 
 




The second variation is where the subject starts from a different tone with identical intervals 
(major second plus minor second) and the same rhythm (figure 42). 
 
Figure 42: Hermann’s Studies, Op. 18, No. 1, mm. 71–72, 83–84, 88–89, and 143–144 
 
 
The third variation uses changed intervals (major second plus major second) to create a 
brighter sound (figure 43). Measures 141–142 and 145–146 are an octave different and two 
measures apart. Measures 112–114 involves two different octaves within one subject. 
 




The last type of variation is an inversion subject (figure 44), which changes the original 
melody direction the opposite way. This type of subject is not easily heard, especially when it is 
hidden in two different melody’s mixed textures. Players could practice both melodic lines 
separately with good intonation, and then combine them together. 
 
Figure 44: Hermann’s Six Concert Studies, Op. 18, No. 1, mm. 108–109 and 110–111 
 
 
Beside these four types of motive, Hermann sometimes simply uses half of the main subject 
and develops his composition (figure 45). In measures 147–149, he only uses the first half of the 
subject, a dotted quarter note with an eighth and quarter note, and repeats these four times in 
both directions (original and inversion): D–E–F, G-sharp–A–B, F–E–D, and B–A–G-sharp. In 
measures 115–119, Hermann only keeps the second half of the subject and repeats it five times 












As a type of composition, a fugue usually has multiple voices, and they do not always move 
simultaneously. There are four types of the contrapuntal motion: parallel, similar, oblique and 
contrary motion. These all describe the direction between two voices. Hermann utilizes the 
contrary motion in one single melody. In figure 46, lower notes go upward while higher notes 
descend, which creates smaller intervals between the two voices. In figure 47, the single notes 


















In Fugue, Hermann inserts a large portion of arpeggiation (broken chords) that usually involves 
three octaves (figure 48). Bach’s fugue (figure 49) has the same characteristic as well, but 




Figure 48: Hermann’s Six Concert Studies, Op. 18, No. 1, mm. 124–127 
 
 
Figure 49: Bach’s Six Violin Sonatas and Partitas, Sonata No. 1 Fugue, mm. 42–44 
 
 
Arpeggiation is an indispensable part of scale practicing, and a method of ear training for 
string players. Usually the arpeggiation practicing involves shifting to higher positions and back 
to the original position. This technique requires string players to build a foundation of intonation 
while creating a sensitive finger muscle between each finger. On the other hand, it also demands 
players to have an active elbow motion on the right side. 
There are many choices for players to study arpeggiation with running passages. One 
special exercise is Campagnoli’s 41 Caprices, Op. 22, No. 19 (figure 50), which involves all 
twenty-four major and minor scales. Each major scale is paired with a minor scale with the same 
tonic note. In this way, the paired scales marked with different key signatures requires players to 





Figure 50: Campagnoli’s 41 Caprices, Op. 22, No. 19, m. 3, m. 5, m. 7, and m. 9 
 
 
Apart from the special intonation exercise above, I divided the main viola etude books for 
arpeggiation practicing into six types. The first type is arpeggiation with a certain left-hand 
frame. In figure 51 and figure 52, the arpeggiation involves four strings in one position, and 
every two beats switches to another chord. These two etudes both require players to keep a 
proper left-hand frame in every broken chord with the fingers down on the fingerboard. The 
main differences between these two studies are articulation and bowing. However, players need 
to pay attention to the right arm in order to play the running notes evenly. 
 






Figure 52: Dont’s 24 Etudes and Caprices, Op. 35, No. 19, mm. 1–2 
 
 
The second type is arpeggiation with shifting. Before practicing shifting, players can study 
the exercise No. 20 from Campagnoli’s 41 Caprices, Op. 22 (figure 53). This etude focuses on 
certain positions within a few measures, and the highest position is the seventh. Players can 
choose to practice one specific position only, or run through them with neighbor positions. 
 
Figure 53: Campagnoli’s Caprices, No. 20, m. 1, m. 7, m. 9, m. 11, m. 13, m. 15, and m. 17 
 
 
Beside Campagnoli’s, Kayser’s etude (figure 54) contains broken chords with shifting step-
by-step. It requires players to prepare two kinds of second interval motions with shifting, which 
are a whole-step major second motion or a half-step minor second motion. Kreutzer’s etude 
(figure 55) requires players to shift twice every two measures between three octaves. Players 
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need to prepare shifting and measuring the space by fingers. The higher position to shift to, the 
smaller space you need to move. 
 
Figure 54: Kayser’s 36 Studies for Viola, Op. 43, No. 31, mm. 1–2 
 
 
Figure 55: Kreutzer’s 42 Studies for Viola, No. 12, mm. 1–2 
 
 
In order to avoid the string crossing, players need to stretch the fourth finger to make a clear 
sound. Meanwhile, they have to keep the proper hand frame and not change the position. This is 
the third type of practicing: arpeggiation with the stretched fourth finger. Blumenstengel’s etude 
No. 4 (figure 56) especially focuses on the fourth finger of the left hand, with the fourth finger 
switching between the regular note and second interval higher note. This exercise can be found 






Figure 56: Blumenstengel’s 24 Studies, Op. 33, No. 4, mm. 1–2 
 
 
Figure 57: Kayser’s 36 Studies for Viola, Op. 43, No. 3, mm. 1–4 
 
 
Figure 58: Campagnoli’s 41 Caprices, Op. 22, No. 15, mm. 39–42 
 
 
Type four is arpeggiation with a special interval involved. In Dancla’s No. 15 (figure 59), 
there are three half-step alternations in the first two measures: B-flat to B-nature, G to G-sharp, 
and A to A-sharp. This etude requires players to listen to small interval changes with a good left-
hand frame. In Blumenstengel’s etude No. 12 (figure 60), there are many augmented second 





Figure 59: Dancla’s 20 Etudes Brillantes, Op. 73, No. 15, mm. 1–2 
 
 
Figure 60: Blumenstengel’s 24 Studies, Op. 33, No. 12, mm. 7–8 
 
 
Another type for practicing is arpeggiation with a variety of bowing, rhythm and 
articulations. Kayser’s No. 18 (figure 61) has three different bowings, but has no rhythm 
changes. The first two are basic methods, and the third one requires attention to how the bow is 
distributed for both the down bow and up bow. 
 
Figure 61: Kayser’s 36 Studies for Viola, Op. 43, No. 18, m. 1, m. 5, and m. 9 
 
 
Campagnoli’s etude No. 36 (figure 62) has more variations for broken chord exercises. I 
divided the rhythm into three main categories: sixteenth notes, sixteenth triple notes, and thirty-
second notes. Each category is also divided by various bowing and articulations: regular 
63 
 
bowings, slur only, and slur with staccato. All these patterns could be supplemented into the 
other etudes as well. 
 
Figure 62: Campagnoli’s Caprices, No. 36, m.10, 2, 3, 1, 9, 5, 13, 4, 19, 25, 23, and m. 21 
 
 
The last type is arpeggiation with ornamentation. For example, Bruni’s study No. 9 (figure 
63) uses turns to elaborate these notes. In order to play this etude, players need to keep all the 









This is one of the hardest concert etudes from these six that includes a variety of difficulty and 
technique for both hands. Even though this piece is under a slow tempo, thirty-second notes, 
double-dotted notes, group of ornamentation notes, double-stops, and harmonics bring the whole 
piece to a higher technical level. 
 
Harmonics 
Usually harmonics are used to change the color of the tone, and produce a higher pitch. 
Harmonics are divided into two different types: natural harmonics, and artificial harmonics. A lot 
of string players are familiar with natural harmonics but not as knowledgeable using the artificial 
ones. In Adagio, both harmonics are involved and mixed together. Players have to adjust their 
hand frame quickly, and discern which finger is “flying” on the string and which finger is 
“standing”. Distinguishing from these two types of harmonics and transferring them to the left 
hand is a challenge for string players. 
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In this etude, there are not only single-note but also double-stop harmonics. I will list the 
four ways to describe these harmonics in order of difficulty. The first, and easiest, type of 
harmonic is a single-note natural harmonic. For example, in measures 36 and 37 (figure 64), the 
thirty-second triplets with sixteenths are played with natural harmonics. Players need to find the 
accurate spot for the left fingers within a fast rhythm to make a bright sound with good 
intonation. 
 
Figure 64: Hermann’s Six Concert Studies, Op. 18, No. 2, mm. 36–37 
 
 
There are not many etudes available for natural harmonics practicing. One choice is Dont’s 
24 Etudes and Caprices, Op. 35, No. 15, which has discontinuous harmonics on an upbeat with 
shifting (figure 65). Another example is Fuchs’s etude No. 14 (figure 66). In measure 74, there 
are natural harmonics above the open strings G and D. Even though the example is short, players 
could use this idea as a basis to create other exercises, such as playing the same notes with 
different rhythmic patterns, or having arpeggiation that climbs from open strings up to harmonic 
notes, and so on. 
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Figure 65: Dont’s 24 Etudes and Caprices, Op. 35, No. 15, mm. 16–19 
 
 
Figure 66: Fuchs’s 16 Fantasy Etudes for Viola, No.14, m. 74 
 
 
Secondly, there are single notes combined with natural and artificial harmonics. For the 
player to check for good intonation, Hermann writes down all the real pitches on the top of these 
harmonics in another staff. There are two examples in Hermann’s Adagio for the second type of 
harmonics. In figure 67 and figure 68, according to the actual pitches, players can verify their 
intonation by referencing the pitches above the staff. 
 





Figure 68: Hermann’s Six Concert Studies, Op. 18, No. 2, mm. 42–44 
 
 
For practicing these two examples above, players could warm-up with arpeggiation scales 
and train their ears with accurate intonation. After the foundation exercises, players can then 
focus on high pitch harmonic sounds with different fingering. Another challenge of the etude is 
the fast transfer between air finger and stand finger in measures 43 and 44 (figure 68). The first 
finger has to change within the rhythm, and the finger position for harmonic and normal notes 
are slightly different, which requires players to adjust their fingers quickly and accurately. 
The third, and more difficult, harmonic technique is to mix single notes with double-stops in 
one phrase. The first two figures (figure 69 and 70) only involve natural double-stop harmonics. 
To check the intonation, players can once again reference both of these notes with the actual 







Figure 69: Hermann’s Six Concert Studies, Op. 18, No. 2, mm. 10–11 
 
 
Figure 70: Hermann’s Six Concert Studies, Op. 18, No. 2, mm. 15–16 
 
 
The fourth, and most difficult version, is the artificial double-stops harmonic. In order to 
play the examples below, the player has to figure out the fingering to determine which finger 
needs to fully press on the string. When two fingers are on the same string, players have to 
measure the space by muscle memory. 
Beside this specific technique training, players could analyze the special characteristics for 
each figure. For example, in measure 3 (figure 71), two fingers (the third and first finger) are 
commonly used, and players only need to slightly lift the third finger in order to transfer to 
harmonics while simultaneously putting the fourth finger down. The same is applicable for the 
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downbeat in measures 55 and 56 in figure 72. In measure 59 of figure 73, the first finger is still 
the common one, with the only difference being an added open string double-stop between them. 
 
Figure 71: Hermann’s Six Concert Studies, Op. 18, No. 2, mm. 1–5 
 
 
Figure 72: Hermann’s Six Concert Studies, Op. 18, No. 2, mm. 54–56 
 
 





In measure 40 (figure 74), the first finger is in a perfect fifth on the last beat, which requires 
players to switch the first finger from the G string to the D string and add pressure. 
 
Figure 74: Hermann’s Six Concert Studies, Op. 18, No. 2, mm. 39–41 
 
 
In the last beat of measure 52 (figure 75), players need to keep the same left-hand frame and 
move their hand from the first position to the third position. 
 
Figure 75: Hermann’s Six Concert Studies, Op. 18, No. 2, mm. 52–53 
 
 
Arco with Pizzicato 
71 
 
Apart from the variety of harmonics, another important characteristic of this Adagio is when arco 
is accompanied with pizzicato, and the pizzicato is not just single notes, but also double-stops or 
even chords (figure 76 and figure 77). 
 
Figure 76: Hermann’s Six Concert Studies, Op. 18, No. 2, mm. 7–9 
 
 
Figure 77: Hermann’s Six Concert Studies, Op. 18, No. 2, mm. 12–14 
 
 
In this situation, players could divide the phrase into two staffs similar to a piano score. The 
left hand uses pizzicato while the right hand uses regular bowing. Before plucking the strings, 
players could play all these notes with the bow first in order to check the intonation, and then add 





In Adagio, Hermann uses many grace notes to decorate quarter notes and eighth notes within a 
slow tempo. The configuration of these grace notes is unique; they are grouped in three up all the 
way to six. One of the common characteristics of these grace notes is the inverted arch shape, 
which is formed from the higher note going down to a lower note then back to a higher note in 
one bow. In figure 78 and figure 79, many perfect fifth intervals are involved. For example, in 
measures 17 and 19, G–C–G is a perfect fifth between two open strings, and in measure 31, A-
flat–D-flat–A-flat and F–B-flat–F are perfect fifths for the first and second finger. 
 
Figure 78: Hermann’s Six Concert Studies, Op. 18, No. 2, m. 17 and m. 19 
 
 
Figure 79: Hermann’s Six Concert Studies, Op. 18, No. 2, mm. 30–31 
 
 
In figures 80 and 81, there are many major or minor sixths, which requires the player to use 
neighboring fingers on neighboring strings. For example, A-flat–C–A-flat in measure 33 in figure 
80 and C–E (E–C) in measure 49 in figure 81 are minor sixths, require two neighboring fingers 
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to be close to each other. A–C–A in measure 34 (figure 80), and B–D–B in measure 46 (figure 
81) are major sixths, which means two neighboring fingers are spaced apart. 
 
Figure 80: Hermann’s Six Concert Studies, Op. 18, No. 2, mm. 33–34 
 
 
Figure 81: Hermann’s Six Concert Studies, Op. 18, No. 2, m. 46 and m. 49 
 
 
In order to practice these ornamentation patterns, right arm height control is one of another 
important elements apart from a good left-hand frame. Palaschko’s 20 Studies for Viola, Op. 36, 
No. 13 (figure 82) has the same patterns that can help practice right arm control. Players could 







Figure 82: Palaschko’s 20 Studies for Viola, Op. 36, No. 13, mm. 1–3 
 
 
Two other etude options are Campagnoli’s No. 37 and No. 17. Even though they both start 
from lower notes to higher notes and back to lower ones, which are opposite with Hermann’s, 
Campagnoli’s two etudes could still help players to practice the right arm. It is better to play 
these two figures without repeating the highest notes and combine the slur every five notes. 
 
Figure 83: Campagnoli’s 41 Caprices, Op. 22, No. 37, mm. 35–36 
 
 




Hermann’s use of spiccato in this etude with a fast tempo, is similar with Beethoven’s Symphony 
No. 3 “Scherzo” movement. Scherzo is the only piece with more than one modulation in the Six 
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Concert Studies, Op. 18. It starts from D minor (mm. 1–93), modulates to D major (mm. 94–
121), then goes to G minor (mm. 122–149), transfers to D minor again (mm. 150–175), then 
goes back to the relative major—D major (mm. 176–201), and finally modulates back to D 
minor (mm. 202–226), which corresponds to the beginning key signature. In total, there are five 
modulations in this whole piece. The whole structure could be considered as ABA style. 
 
Motive 
In the A section, the most important motive (figure 85) is introduced at the very beginning, which 
is an ascending major-minor second interval motive (C–D–E-flat). This motive goes through the 
whole piece in a variety of ways, and I categorize them into six types. 
 
Figure 85: Hermann’s Six Concert Studies, Op. 18, No. 3, m. 1 
 
 
The first type uses the same motive (starting from the same tone with identical intervals, 
and using the same rhythm) and most of them keep the same articulation and dynamic, which is 
staccato and fortissimo (figure 86). Only in measures 70 and 71 (figure 87) does the motive 
appear three times sequentially in three different octaves—Hermann decided to use a different 
articulation, a three-note slur, to emphasize it. 
76 
 
Figure 86: Hermann’s Six Concert Studies, Op. 18, No. 3, m. 3, m. 17, and m. 19 
 
 
Figure 87: Hermann’s Six Concert Studies, Op. 18, No. 3, mm. 70–71 
 
 
The second type uses identical intervals (major-minor second) and the same eighth notes 
rhythm, but starting from a different tone. For example, in measures 13–14 and measure 88 
(figure 88), he raised these notes up a perfect fifth (G–A–B-flat). In measures 9–10 and measure 
89 (figure 89), he raised these notes up a major second (D–E–F), and in measures 114–115 and 
116–117 (figure 90), he left a holding note on the top or on the bottom to reinforce this motive. 
 







Figure 89: Hermann’s Six Concert Studies, Op. 18, No. 3, mm.9–10 and m. 89 
 
 
Figure 90: Hermann’s Six Concert Studies, Op. 18, No. 3, mm. 114–115 and mm. 116–117 
 
 
In the third type, Hermann changed the interval between each note, using a minor-major 
second instead of a major-minor second. He still keeps the same rhythm but starts from a 
different tone, a half step higher from C-sharp, and keeps the D, a half step higher to E (C-
sharp–D–E). This figure is repeated fifteen times with different articulations—sometimes with 
staccato, sometimes with slurs, or even within double-stops. For example, figure 91 shows a 
staccato bowing in measures 5–6, 80, 82, and 84. Another articulation is shown in measures 66–







Figure 91: Hermann’s Six Concert Studies, Op. 18, No. 3, mm. 5–6, m. 80, m. 82, and m. 84 
 
 
Figure 92: Hermann’s Six Concert Studies, Op. 18, No. 3, mm. 66–67 
 
 
Type four is similar to type three in that it starts from a different tone, but with a major-
major second instead of the major-minor second. All three examples (figure 93) feature double-
stop thirds with a forzando on the downbeat. 
 





In type five, Hermann uses this motive in an inversion method, in which he changed the 
ascending line to a descending line (from a higher note to a lower note). One of the examples 
displayed in measures 112–113 (figure 94), and the melody lines are B–A–G and B-flat–A–G. 
 
Figure 94: Hermann’s Six Concert Studies, Op. 18, No. 3, mm. 112–113 
 
 
The last type of this motive is combining the original ascending motive with the inversion 
motive together. In this way, one ascending line paired with a descending line creates variation 
in order to avoid monotony. Figure 95–97 show this in measures 49–51, 55–57, and 109–111. 
 
Figure 95: Hermann’s Six Concert Studies, Op. 18, No. 3, mm. 49–51 
 
 








Apart from the interval motive, Hermann uses a large number of descending and ascending scale 
lines to connect the melody. He also introduces hidden scale lines and chromatic scales in this 
piece. 
In the descending scale line, the composer mainly emphasizes the augmented second 
interval (C-sharp–B-flat). It appears in measures 6–8 (figure 98) over two octaves, measures 10–
13 (figure 99) over three octaves, and measures 14–17 (figure 100) over three octaves as well. 
 
Figure 98: Hermann’s Six Concert Studies, Op. 18, No. 3, mm. 6–8 
 
 




Figure 100: Hermann’s Six Concert Studies, Op. 18, No. 3, mm. 14–17 
 
 
In the ascending scale line, the composer maintains the D minor diatonic scale, but starts the 
scale from different tones each time. For example, in figure 101, it starts from the lowest C, 
figure 102 starts from lowest C-sharp, and figure 103 starts from D. 
 
Figure 101: Hermann’s Six Concert Studies, Op. 18, No. 3, mm. 25–28 
 
 
Figure 102: Hermann’s Six Concert Studies, Op. 18, No. 3, mm. 84–86 
 
 




In order to decorate the single scale line, Hermann uses different patterns to elaborate it. He 
also uses double-stops to reinforce the sonority. There are three examples to exhibit the hidden 
scale lines. In measures 31–36 (figure 104), there are actually four scale lines in two pairs, and 
each pair is in a major or minor third (G–F–E–D–C–B-flat, E–D–C–B-flat–A–G, F-sharp–E–D-
sharp–C-sharp–B–A, and D-sharp–C-sharp–B–A–G-sharp–F-sharp). In measures 37–46 (figure 
105), there are two descending scale lines hidden within the repeated lowest C string. 
 






















Another important scale string player should practice is the chromatic scale, which is 
displayed in measures 68–69 (figure 107) and measures 94–99 (figure 108). In figure 107, there 
are two ascending chromatic lines, which are C–C-sharp–D–D-sharp–E and E-flat–E–F–F-
sharp–G. In figure 108, as opposed to the previous example, has two descending lines. It is hard 
practice because the spaces between these half-steps have different fingerings and positions. 
Usually, the higher position you go, the smaller space you have to arrange your fingers. 
 















The Schenkerian analysis for the A section is shown in figure 110. To prepare a stripped-down 
version of the score, I stripped out the rhythmic notation and bar lines, only leaving unstemmed 
note heads. I also removed consecutively repeated notes. In addition, the harmonic structure is 
marked by Roman numerals below the staff. 
From measure 1 to measure 23, the composer mainly used passing notes to elaborate the 
bass notes. In measure 9, the tonic showed very clear, which is considered as the beginning of 
the large-scale linear progression. 
From measure 31 to measure 45, a large number of neighbor notes have been used to 
embellish the main notes. Moreover, a large descending scale included as well. 
In measure 66, the interval motive repeated again, at the same time, it modulated to a major 
key. Measures 94–100, the composer re-wrote the passage from measure 31 in a different key; 
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and Hermann embellished the second degree of the scale in measure 99. Finally, the large-scale 
linear progression ends on the first degree of the scale (tonic), which resolves the tonal tension at 
the end of this piece. 
In the last stage (figure 109) of this analysis method, I found the fundamental line and 
structure of the whole piece. Even though the modulations are included, the whole harmonic 
structure and scale degree notes could be regarded as an entirety. 
 









This is a duet style piece in Andante con moto, titled as Romance. There is one standard viola 
repertoire also called Romanze for Viola and Orchestra, Op. 85 that was composed by Max 
Bruch in 1911.66 These two pieces are similar in key, style, characters and techniques. 
 
Double-Stops with Thirds and Sixths 
In double-stop practicing for string players, the third, sixth, and octave intervals are very 
common in a lot of the standard repertoire. In Hermann’s Romance, there are many third and 
sixth intervals between two voices, especially in measure 17 and measure 40 (figure 111) with 
successive major and minor thirds, and in measure 44 and measure 49 (figure 112) with sixths. 
Both of the thirds ascend with accents, and the sixths descend in the opposite direction with 
either a tenuto mark or slurs. 
 




                                                          
66 David M. Bynog, ed., “Viola Repertoire Guide: Max Bruch (1838–1920); Romanze for Viola and Orchestra, op. 




Figure 112: Hermann’s Six Concert Studies, Op. 18, No. 4, m. 44 and m. 49 
 
 
In Bruch’s Romanze (figure 113), the composer combined two directions together, like an 
arch; meanwhile, he still keeps double-stops successively moving within scale. 
 
Figure 113: Bruch’s Romanze for Viola and Orchestra, Op. 85, mm.32–35 
 
 
To practice these double-stops, the first step is playing the bottom notes and top notes 
separately in order to make sure the intonation is correct. The second step is to play two notes at 
the same time to check the harmonies. Eventually, the final step is to maintain the left-hand 
frame while making a connection with all double-stops in the passage. 
There are some etudes to practice that have specific double-stops. For the thirds, players 
could choose Dont’s 24 Etudes and Caprices, Op. 35, No. 8, (figure 114) and Fuchs’s 16 
Fantasy Etudes for Viola, No. 2 (figure 115). Dont’s etude is based more on the scale with 




Figure 114: Dont’s 24 Etudes and Caprices, Op. 35, No. 8, mm. 1–4 
 
 
Figure 115: Fuchs’s 16 Fantasy Etudes for Viola, No. 2, mm. 1–2 
 
 
For the sixths, Fuchs’s No. 4 (figure 116) is one of the options to practice. This etude is still 
based on the scale, but in a variety of ways to train the left hand. In sixth double-stops exercises, 
players need to check the space between two neighbor fingers and press the major or minor 
interval into the fingerboard. 
 
Figure 116: Fuchs’s 16 Fantasy Etudes for Viola, No. 4, mm. 17–19 
 
 
Walton’s Viola Concerto, one of the most significant viola concertos of the twentieth 
century, has many double-stop sixths in the first movement. For example, from measures 29 to 
31, there are twenty-five double-stops and the intervals are all in sixths. Another large section is 
from measures 78 to 92, which includes forty-four constant double-stop sixths. 
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Figure 117: Walton’s Concerto for Viola and Orchestra, mvt.1, mm. 29–31 
 
 
Figure 118: Walton’s Concerto for Viola and Orchestra, mvt.1, mm. 78–92 
 
 
In order to check the harmonic intonation for Walton’s first movement, players could 
practice these double-stops slowly and listen to the multiphonics to adjust the intonation. For a 
major sixth, the multiphonic note is a fifth below the base note, and for a minor sixth, the 
multiphonic note is a sixth below the base note. In this way, players could check the harmonic 






























interval minor minor minor minor minor minor minor minor minor minor 
multiphonic 
note 





















interval minor minor minor minor major major minor minor   
multiphonic 
note 
















    
interval minor minor minor minor minor minor     
multiphonic 
note 
D B D B A F#     
 
















multiphonic note F G A Bb C D E 
 
















multiphonic note Eb F G A Bb C D 
 
There are many etudes that mix the thirds and sixths together as well. For example, 
Kreutzer’s No. 33 (figure 119) and Dont’s No. 16 (figure 120). These two figures contain both 
thirds and sixths with different articulations. Most of the time, one of the voices goes up the 
scale, and the other voice jumps up or down to change the intervals. The player should train their 





Figure 119: Kreutzer’s 42 Studies for Viola, No. 33, mm. 41–45 
 
 
Figure 120: Dont’s 24 Etudes and Caprices, Op. 35, No. 16, mm. 1–3 
 
 
Half-Step Motion in The Same Note 
Hermann writes many half-step changes in a single measure to create the contrast between major 
or minor intervals. The simplest example in this piece is measure 30 (figure 121), in which the 
composer only uses single notes without the two voices. In this figure, Hermann moves up from 
C to C-sharp, and moves E and D down to E-flat and D-flat. In other words, the composer 
reduces the intervals to become smaller and smaller. 
 
Figure 121: Hermann’s Six Concert Studies, Op. 18, No. 4, m. 30 
 
 
The other examples all have two voices, sometimes with one voice sustaining the same 
note, sometimes with both of the voices changing. In measure 35 (figure 122), the first two beats 
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keep the top voice as G and the bottom note moves from D-flat up to D. In the third beat, the 
bottom note alternates between G and E, with the top note extending the interval from C to C-
sharp. Similar to measure 38 (figure 123), the first two beats keep the bottom note and the top 
voice moves from G-flat to G, and in the last two beats raise the bottom note from B-flat to B. 
 
Figure 122: Hermann’s Six Concert Studies, Op. 18, No. 4, m. 35 
 
 
Figure 123: Hermann’s Six Concert Studies, Op. 18, No. 4, m. 38 
 
 
In the last example (figure 124), there are five times that half-steps move upward. In order 
from first to last, they are F–F-sharp, G–G-sharp, F–F-sharp, B-flat–B, and E-flat–E. Players 
have to careful of while changing between these notes and keep the fingers loose in order to 







Figure 124: Hermann’s Six Concert Studies, Op. 18, No. 4, mm. 23–24 
 
 
Bruch’s Romanze involves half-step motions as well. Measure 17 and 89 (figure 125) both 
have single melodies in the first position without any shifting, and each of them have two half-
steps in opposite directions. In measure 17, both of these half-steps go backward, while in 
measure 89 both of them move upward. 
 
Figure 125: Bruch’s Romanze for Viola and Orchestra, Op. 85, m. 17 and m. 89 
 
 
For practicing the half-step motion, players could turn to Fuchs’s No. 16 (figure 126) and 
Dont’s No. 3 (figure 127). Even though they both have sixteenth notes, figure 126 could be 
treated as eight notes without repetition. 
 





Figure 127: Dont’s 20 Progressive Exercises, Op. 38, No.3, mm. 1–4 
 
 
Extending the Fourth Finger 
Sometimes in fast passages or to avoid crossing strings, players have to extend the fourth finger. 
In measure 31 (figure 128) of Hermann’s Romance, the last beat extends the fourth finger to B-
flat and then back to A immediately, in order to avoid crossing to the A string. This saves a lot of 
time and makes the phrase smoother. 
 
Figure 128: Hermann’s Six Concert Studies, Op. 18, No. 4, m. 31 
 
 
Another two examples are in measure 15 and measure 35 (figure 129). These two measures 
are both in two voices, and the player must stretch the fourth finger in order to play the double-
stop successfully. In measure 15, the downbeat of the second beat, the fourth finger has to extend 
to G in the third position. In measure 35, the last beat, the fourth finger stretches into B-flat twice 




Figure 129: Hermann’s Six Concert Studies, Op. 18, No. 4, m. 15 and m. 35 
 
 
Some string players, especially viola players, do not have a long fourth finger; however, 
there are many etudes that focus on extending the fourth finger for the left hand. In the following 
examples, the first two (figure 130 and figure 131) use the fourth finger back and forth (original 
and extended) in the same position. 
 
Figure 130: Blumenstengel’s 24 Studies, Op. 33, No. 4, mm. 1–2 
 
 
Figure 131: Dont’s 20 Progressive Exercises, Op. 38, No. 15, mm. 1–2 
 
 
In the last two examples (figure 132 and figure 133), players could focus on extending the 
fourth finger only. For these exercises, players have to pay attention in order to release the fourth 
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finger after the extension process and give the fourth finger enough rest. At the beginning of 
practicing, players can check the intonation of the stretched fourth finger with the first finger on 
a higher string. 
 
Figure 132: Blumenstengel’s 24 Studies, Op. 33, No. 1, mm. 1–3 
 
 




This is another etude in a slow tempo that includes many varieties of rhythmic patterns. Hermann 
writes a large number of thirty-second and sixty-four notes, double dotted rhythm, triplets, 
septuplets, decuplets, and dodecuplets. 
 
Thirty-Second and Sixty-Fourth Notes 
At the very beginning, Hermann uses a group of thirty-second notes (figure 134) as a pick-up, 
which requires starting at a reasonable tempo and counting steadily before starting. He inserts 




Figure 134: Hermann’s Six Concert Studies, Op. 18, No. 5, pick-up measure and m. 17 
 
 
Triplets and Double-Dotted Notes 
Triplets are more common than the other rhythmic patterns Hermann writes in this etude. 
However, Hermann adds a tie or slur for every downbeat of triplets and follows with a double-
dotted rhythm (figure 135). This requires players to switch between these two rhythmic patterns 
as fast as they can to make a smooth connection. 
 
Figure 135: Hermann’s Six Concert Studies, Op. 18, No. 5, mm. 15–16 
 
 
Double-dotted notes are a common characteristic in Ernest Bloch’s compositions, as 
exemplified in the Suite Hébraïque (figure 136). This rhythmic pattern requires players to 






Figure 136: Bloch’s Suite Hébraïque, mm. 1–3 
 
 
Septuplets, Decuplets, and Dodecuplets 
Besides triplets, Hermann uses many septuplets, decuplets, and dodecuplets rhythmic patterns to 
create tension and variation, which are not common to play. 
For septuplets (figure 137), Hermann uses three methods. First, he chooses two notes and 
alternates between them, like in measure 31. The other two are similar with scale patterns, but 
one is a chromatic scale pattern like measure 72, and the other one is a natural scale like measure 
73. 
 





For decuplets (figure 138) and dodecuplets (figure 139), Hermann only keeps the natural 
scale pattern as an arch shape instead of other variety ways. However, in measure 45 (figure 
138), the composer writes the scale in the opposite direction. 
 
Figure 138: Hermann’s Six Concert Studies, Op. 18, No. 5, m. 3 and m. 45 
 
 
Figure 139: Hermann’s Six Concert Studies, Op. 18, No. 5, m. 20 
 
 
These characters with smaller notes could be found in another viola repertoire as well. For 
example, in the last movement of Brahms’s Sonata in E-flat Major for Viola and Piano, Op. 120, 
No. 2 (figure140), there is a large section for thirty-second notes that last fourteen measures with 
the accompaniment part alternated. Another example is Bruch’s Romanze (figure 141) where the 







Figure 140: Brahms’s Sonata for Viola and Piano, Op. 120, No. 2, mvt. 3, mm. 42–44 
 
 
Figure 141: Bruch’s Romanze for Viola and Orchestra, Op. 85, mm. 58–59 
 
 
In order to play these figures in a correct and accurate rhythm, players have to practice in a 
slow tempo with the metronome first, at the same time keeping the left fingers strong and clean. 
Kreutzer’s No. 18 (figure 142) combined septuplets followed with triplets. Campagnoli’s 
No. 26 (figure 143) included thirty-second rhythms, double dotted notes, and septuplets all in one 
etude. These two exercises are good choices for practicing notes smaller in rhythmic value. 
 







Figure 143: Campagnoli’s 41 Caprices, Op. 22, No. 26, mm. 1–8 
 
 
6. Chromatic Study 
As the title suggests, this piece focuses on chromatic scale practicing. There are extended 
passages of chromaticism that climb up and down from different pitches. One of the longest 
examples occurs in measures 30 to 32 (figure 144) which includes twenty-eight successive half-
steps. 
 
Figure 144: Hermann’s Six Concert Studies, Op. 18, No. 6, mm. 30–32 
 
 
Apart from a single chromatic melody line, Hermann writes four notes grouped as a 
chromatic sequence and adds an accent in the first note for each sequence to make it clear (figure 
145 and figure 146). In figure 145, each accent corresponds to another chromatic descending 
scale line as well. In figure 146, each accent is a major sixth interval apart. For playing these two 




Figure 145: Hermann’s Six Concert Studies, Op. 18, No. 6, mm. 5–6 
 
 
Figure 146: Hermann’s Six Concert Studies, Op. 18, No. 6, m. 12 
 
 
Another example (figure 147) shows the composer using repetitive octaves to emphasize the 
same sequence. The other characteristic in this figure is that Hermann picked most of the half-
step motions and mixed them with whole-step as well. Therefore, to practice this passage, 
players need to pay attention to these two motions and transfer it into their fingers. 
 





The use of the chromatic scale is common in standard repertoire. For example, in the first 
movement of Walton’s Viola Concerto, there is a hidden chromatic ascending scale line in the 
bottom voice from measures 143 to 147: E–F–F-sharp–G–G-sharp–A–A-sharp–B. Players could 
practice this chromatic scale first, and add the top changing voice. 
 
Figure 148: Walton’s Concerto for Viola and Orchestra, mvt.1, mm. 143–147 
 
 
Another example is the first movement of Bartók’s Viola Concerto (figure 149). The 
composer uses a simple chromatic scale to create a long phrase line. 
 
Figure 149: Bartók’s Concerto for Viola and Orchestra, mvt.1, m. 243 
 
 
In order to practice the chromatic scale, the first option is a scale book in twenty-four major 
and minor keys. There are also etudes that focus on chromatic exercises as well. For example, 
Blumenstengel’s etude No. 5 (figure 150) combines broken chords with a chromatic pattern. 
Dont’s etude No. 10 (figure 151) contains regular scales with a chromatic scale in one phrase. 
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Figure 150: Blumenstengel’s 24 Studies, Op. 33, No. 5, mm. 1–2 
 
 




Hermann’s six pieces in this concert study book shows a variety of techniques that connect it 
with other standard etudes and repertoire. It builds a bridge from Baroque to the twentieth 
century, from J. S. Bach’s Six Suites for Solo Cello, BWV 1007–1012, and to William Walton’s 
Concerto for Viola and Orchestra. It shortened the distance between traditional exercises and 





Summary and Conclusion 
Viola etudes and studies are highly dependent upon violin’s etude in history. Nevertheless, 
because of the growing independence of the viola as a solo instrument, more viola technique 
should be explored and practiced with—especially etude works originally composed for viola. 
Friedrich Hermann’s Concert Studies for Viola, Op. 18 is a good example for both 
technique studies and concert solo pieces performed, since it is a work originally for viola. There 
are six etudes in this book, each of them presenting different skills to explore that contain both 
traditional and new technique. Examples of these techniques are arpeggiations, half-step 
motions, special intervals, double-stops, fourth finger stretch, grace notes, uncommonly used 
rhythmic patterns, string crossings, natural harmonics and artificial harmonics, left hand 
pizzicato, and so on. These technique exercises build a bridge between the standard viola 




Appendix 1: Viola Etudes List 
Level Composer Title 
1 
Allen/Gillespie/Hays 
Essential Elements for Strings, Book 1 
1 Essential Elements for Strings, Book 2 
3 Essential Technique for Strings, Essential Elements Book 3 
4 Advanced Technique for Strings, Essential Elements Book 4 
 Anzoletti, Marco 12 Studies for Viola, Op. 125 
3 Blumenstengel, Albrecht 24 Studies, Op. 33 
4 Bruni, Antonio Bartolomeo 25 Studies for Viola 
5 
Campagnoli, Bartolomeo 
41 Caprices, Op. 22 
 7 Divertimenti, Op. 18 
1 Carse, Adam Viola School of Progressive Studies, Book 1–5 
 Cavallini, Eugenio Viola Method, Book 1–3 
 Corrette, Michel Méthode d’Alto 
 Cupis, Jean Baptiste Méthode d’Alto 
5 
Dancla, Charles 
20 Etudes Brillantes, Op. 73 
 School of Mechanism, Op. 74 
1 
Dillon/Kjelland/O’Reilly 
Strictly Strings, Book 1 
1 Strictly Strings, Book 2 
2 Strictly Strings, Book 3 
4 
Dont, Jakob 
20 Progressive Exercises, Op. 38 
5 24 Etudes and Caprices, Op. 35 
3 24 Studies, Op. 37: Preparatory to Kreutzer and Rode Studies 
5 Dounis, Demetrios Constantine 
Specific Technical Exercises for Viola, Op. 25 
(To my Viola Pupols) 
5 Fiorillo, Federigo 31 Selected Studies (36 Etudes, Op. 3) 
1 
Fischer, Carl 
Foundation Studies for the Viola 
2 Melodious Etudes for Viola 
2 Flor, Samuel The Positions 
5 
Fuchs, Lillian 
12 Caprices for Viola 
5 15 Characteristic Studies for Viola (To Ludwig Stein) 
6 16 Fantasy Etudes for Viola (To Ludwig Stein) 
6 Gaviniés, Pierre 24 Studies 
 Gebauer, Michael Joseph Méthode d’Alto 
 Giorgetti, Ferdinando Viola Method, Op. 34 
 
Hermann, Friedrich Valentin 
Concert Studies for Viola, Op. 18 (Dedicated to Henri 
Vieuxtemps) 
 Technische Studien, Op. 22 
5 Hoffmeister, Franz Anton 12 Etudes for Viola 
2 
Hofmann, Richard 
First Studies for Viola, Op. 86 
3 Melodic Double-Stop Studies, Op. 96 
3 
Kayser, Heinrich Ernst 
36 Elementary and Progressive Studies, Op. 20 
4 36 Studies for Viola, Op. 43 
 Neue Schule für Bratsche, Op. 54 
4 24 Studies, Op. 55 
5 Kimber, Michael 12 Caprices for viola 
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4 Kreutzer, Rodolphe 42 or 40 Studies 
 Laoureux, Nicholas A Practical Method for Viola (arr. Oscar Raoul Iotti) 
2 
Mazas, Jacques Féréol 
Etudes, Op. 36, Book 1: 30 Etudes Spéciales 
5 Etudes, Op. 36, Book 2: 26 Etudes Brillantes 
 Martinn, Jacob Méthode d’Alto 
 Meyer, Clemens 16 Etudes for Viola, Op. 3 
6 Paganini, Niccoló 24 Caprices, Op. 1 
5 
Palaschko, Johannes 
20 Studies for Viola, Op. 36 
 Artistic Studies, Op. 44 
6 10 Studies, Op. 49 
5 12 Studies for Viola, Op. 55 
 12 Studies for Viola, Op. 62 
 24 Leichte Melodische Viola-Studien, Op. 86 
 Polledro, Giovanni Battista 6 Studies for Violin (transcr. Polo) 
 
Polo, Enrico 
Scales for Viola 
 Technical Studies 
 
Praeger, Heinrich Aloys 
18 Easy Exercises for the Tenor 
 12 Easy Preudes 
3 Reher, Sven 12 Studies for Viola 
3 Rhoda, Janice Complete Technique for Viola 
 Ritter, Hermann Orchestral excerpts for Viola 
5 Rode, Pierre 24 Caprices, Op. 22 
5 Rolla, Alessandro Esercizio e Arpeggio for Viola in G major 
6 Schloming, Harry 24 Etudes, Op. 15 
3 
Schradieck, Henry 
School of Viola Techniques, Book 1 
4 School of Viola Techniques, Book 2 
5 School of Viola Techniques, Book 3 
1 
Sevcik, Otakar 
School of Techniques for Viola, Op. 1, Book 1 
3 School of Techniques for Viola, Op. 1, Book 2 
5 School of Techniques for Viola, Op. 1, Book 3 
5 School of Techniques for Viola, Op. 1, Book 4 
2 School of Bowing Technique for Viola, Op. 2, Book 1 
2 School of Bowing Technique for Viola, Op. 2, Book 2 
3 School of Bowing Technique for Viola, Op. 2, Book 3 
3 Preparatory Trill Studies for Viola, Op. 7, Book 1 
4 Preparatory Trill Studies for Viola, Op. 7, Book 2 
5 Shifting the Position for Viola, Op. 8 
4 Preparatory Studies in Double-Stopping for Viola, Op. 9 
 
Sitt, Hans 
15 Etudes for Viola, Op. 116 
4 20 Double Stop Etudes from Op. 32 
3 24 Etudes from Op. 32 
3 26 First to Fifth Position Etudes for Viola, Op. 32 
1 Practical Viola School 
 Steiner, Hugo von 12 Caprices, Op. 47 
1 
Suzuki, Shinichi 
Suzuki Viola School, Book 1 
1 Suzuki Viola School, Book 2 
2 Suzuki Viola School, Book 3 
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3 Suzuki Viola School, Book 4 
3 Suzuki Viola School, Book 5 
4 Suzuki Viola School, Book 6 
4 Suzuki Viola School, Book 7 
4 Suzuki Viola School, Book 8 
4 Suzuki Viola School, Book 9 
5 Tartini, Giuseppe The Art of Bowing for Viola 
4 Trott, Josephine Melodious Double Stops, Book 1 
4 Vamos, Roland 
Exercises for the Viola in Various Combinations of Double-
Stops 
 Vieuxtemps, Henri (arr. Druner) Capriccio from 6 Morceaux, Suivis d'un capriccio, Op. 61 
2 
Whistler, Harvey 
Essential Exercises and Etudes for Viola 
1 
Introducing the Positions for Viola: Third and Half Positions, 
Book 1 
1 
Introducing the Positions for Viola: Second, Fourth, and Fifth 
Positions, Book 2 
 Woldemar, Michel Méthode d’Alto 
3 
Wohlfahrt, Franz 
30 Selected Studies in the Positions 
3 60 Studies, Op. 45, Book 1 
4 60 Studies, Op. 45, Book 2 
1 Foundation Studies for the Viola, Book 1 





Appendix 2: Compositions by Friedrich Hermann 








Instrumentation Other Information 
2 Albumblätter Op. 6 IFH 
1 
 2 1858 – 
Leipzig: A. 
H. Payne 
Romantic violin or cello, 
piano 
Included in the category 
Intermediate Works for Violin. 
The violin part(s) is in 1st to 3rd 
position.1st to 3rd pos (if the top 




















  1893 Romantic 1 or 2 violins Included in the category Easy 
Works for Violin. 




 1857 Romantic 3 violins  
Capriccio No.1 for 3 
Violins 











Romantic 3 violins  
Capriccio No.2 for 3 
Violins 




1 1856 or 
earlier 
Romantic 3 violins Dedicate to Johann Wenzel 
Kalliwoda 








2 1859 Romantic 3 violins Dedicate to Bernhard Mohr 






  1881 Romantic viola Dedicate to Anton Rubinstein 
Henri Vieuxtemps 












Romantic 2 violins Included in the category Easy 
Works for Violin. The violin part 
can be played entirely in first 
position. Vol 1:C ma D ma Gm F 
ma A ma Vol.2 up to Aflat ma E 
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ma. Variety of bowings and 
rhythms. 




 80 studies: 
1. 30 studies in 
1st pos 
2. 25 studies 1 to 
3 pos 
3. 25 studies 3 to 
7 pos 
1888 Romantic violin, 2nd violin 
(ad lib.) 
 
Grand Duo Brillant 










 2 books 20 
pieces 










10. Auf dem See 











1881 Romantic violin Included in the category Easy 
Works for Violin. Vol 1: The 
violin part can be played entirely 
in first position. Variety of 
bowings and rhythms. 

































  1896-99 Romantic violin or cello or 
viola, piano 
Related works: 
Based on Lohengrin by Wagner 










 1893 – 
London: 
Augener 










4 movements 1857 Romantic 2 violins, viola, 
cello 
 




 6 pieces in 2 
books: 
Heft 1 
1. Adagio (G 
major) 
2. Allegretto (E 
minor) 












4. Fugato (D 
minor) 
5. Adagio (A-flat 
major) 



















Romantic 3 violins  












after at most a 
pause) 
1. Innig und zart, 
aber belebt. 




3. Rasch und 
markirt 







6. Rasch und 
leicht 









 3 Books 






Book 2 1st 2nd 
3rd pos (Studien 
in der ersten, 
zweiten und 
dritten Lage) 
Book 3 3rd to 7th 
pos (Studien in 
der dritten bis 
siebenten Lage) 
1910 Romantic violin Language: German 
Violin School  IFH 
21 





Romantic violin Included in the category Easy 
Works for Violin. The violin part 
of all the pieces in Vol. 1 of the 
school and the Kleine 
Vortragsstücke can be played in 
first position, but there are some 
unusual tonalities such as E♭ 
minor. 
Language: German, English 




 100 studies in 2 
books 
Book 1 Nos 1-50 
1st to 3rd pos 
Book 2 Nos 51-
100 1st to 5th 
pos 
1890 ca. Romantic violin There is an unusual pagination 
error in the Schirmer edition. 
When binding, the odd numbered 
pages must be placed on the left, 
to avoid many mid-piece turns. 




 36 studies in 3 
volumes 
1.12 Etüden in 





Romantic violin  
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für Anfänger (1st 
position) 
2.12 leichte 
Etüden für den 
Wechsel 
zwischen der 










Appendix 3: Collections by or with Friedrich Hermann 




Instrumentation Other Information 
Album for Viola 
and Piano 
22 pieces in 2 volumes 
Volume 1 
1. Wagner: Albumblatt, piano, Eb major 
2. Liszt: Consolation No.5 in E major 
3. Reinecke: Abendgebet 
4. Reinecke: Madchenlieder, Op.88. No.8: 
Thranen 
5. Henselt: Nocturnes, Op.6. No.2: La Fontaine 
6. Lully: Alceste. Gavotte & Rondeau 
7. Ries: Suite No.2, Op.27. No.4: Romance 
8. David: Bunte Reihe, Op.30: Scherzo (Heft 1, 
No.1) 
9. Reber: Pieces de differents caracteres, Op.15. 
No.5: Berceuse 
10. Rheinberger: Tonbilder, piano. Op.11. 
Masurek 
Volume 2 
1. Tchaikovsky: 12 Pieces, Op.40: Chanson 
Triste 
2. David: Bunte Reihe, Op.30: Gondellied 
(Heft 2, No.5) 
3. Chopin: Piano Sonata No.2, Op.35: Marche 
funèbre 
4. Gluck: Musette from Armida, Wq.45 
5. Rubinstein: 12 Russian Folksongs, Op.78 
6. Bériot: La Verginella from Mélodies 
italiennes 
7. Handel: Allegro from Violin Sonata in A 
major, HWV 361 





Romantic viola, piano Volume 1 was arranged by 






1884? Romantic violin, piano  
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Kreutzer, Rode und 
Viotti 
Violin Concerto No.9 
Violin Concerto No.13 
Violin Concerto No.12 - misidentified on score 
as No.14 
Violin Concerto No.18 
Pierre Rode 
Violin Concerto No.1 
Violin Concerto No.4, Op.18 
Violin Concerto No.6 
Violin Concerto No.7 
Violin Concerto No.8 
Violin Concerto No. No.11, Op.23 
Giovanni Battista Viotti 
Violin Concerto No.20 
Violin Concerto No.22 
Violin Concerto No.23 
Violin Concerto No.24 
Violin Concerto No.28 
Violin Concerto No.29 
Dance Movements 
from the Works of 
Great Masters 
12 pieces 
1. Bach: Sarabande from the 2nd Violin Sonata 
2. Handel: Scherzo from the Concerto in G 
minor 
3. Haydn: Nachtwächter Menuett 
4. Monsigny: Rigaudon from "La Reine de 
Golconde" 
5. Mozart: Minuet from the Divertimento in D 
major 
6. Beethoven: Allegretto from "Die Geschöpfe 
des Prometheus" 
7. Mozart: All’Ongarese from the Violin 
Concerto in A major 
8. Cherubini: Ballet-Music from "Ali Baba" 
9. Marschner: Tanzmusik from "Des Falkners 
Braut" 
10. Rameau: Chaconne et Musette 
11. Gluck: Musette from "Armida" 
 Romantic String Orchestra 








12. Monsigny: Chaconne from "La Reine de 
Golconde" 
Die hohe Schule des 
Violaspiels 
22 pieces 
1. Biber: Sonata in C minor 
2. Corelli: Folies d’Espagne (Dm) 
3. Porpora: Violin Sonata in G major 
4. Vivaldi: Violin Sonata in A major, RV 31 
5. Leclair: Violin Sonata in C minor, Op.5 No.6 
‘Le Tombeau’ 
6. Leclair: Sonata in G major 
7. Nardini: Sonata in D major 
8. Veracini: Sonata in E minor, Op.2 No.8 
9. Bach: Sonata in E minor 
10. Bach: Sonata in C minor 
11. Handel: Violin Sonata in A major, HWV 
361 
12. Tartini: Violin Sonata in D major, B.D12 
13. Vitali: Chaconne in G minor 
14. Locatelli: Sonata in G minor 
15. Geminiani: Violin Sonata in C minor 
16. Anonymous: Violin Sonata in A minor, 
Schrank II/34/84 
17. Pisendel: Violin Sonata in E-flat major 
18. Anonymous: Violin Sonata in A minor, 
Schrank II/34/53 
19. Handel: Sonata in G minor 
20. Mozart: Serenade in D major, K.250/248b: 
Andante Menuett und Rondo 
21. Bach: Cello Concerto in B♭ major, H.432 
22. Carl Stamitz: Viola Concerto in D major, 
Op.1 
1899 Baroque viola, piano No.19, edited by Gevaert, is 
not in the David series. It may 
be a version of the Violin 
Sonata in G minor, HWV 368 
by Handel which is No.55 in 
the Les Maîtres classiques du 
violon series. The Alard-
Dessauer viola arrangement 
(untransposed) is Violin 
Sonata in G minor, HWV 368. 
Nos.21-22 were issued in 
1931-32 edited by Paul 
Klengel (1854-1935). 
Related works: Most (Nos.1-
18, 20) arranged from Die 
hohe Schule des Violinspiels 
by David 
Kompositionen von 




1. Walzer (Op.18, 34: No.1–3, 42, 64 No.1–3) 
2. Mazurkas (Op.6: No.1, 2, 7 No.1, 2, 4, 17 
No.2, 24 No.1, 3, 30 No.1, 2, 33 No.2, 3, 41 
No.2, 4, 50 No.1, 2, 56 No.2, 63 No.2). 
3. Nocturnes 





Larghetto in B minor, Op.9 No.1 (transposed) 
Andante in E major, Op.9 No.2 (transposed) 
Allegretto in B-flat major, Op.9 No.3 
(transposed) 
Andante cantabile in F major, Op.15 No.1 
Lento in G minor, Op.15 No.3 
Larghetto in C-sharp minor, Op.27 No.1 
Andante sostenuto in G minor, Op.37 No.1 
Lento in C minor, Op.48 No.1 
Payne’s Album für 
Musik (Various) 
36 titles 
1. Rietz: Andenken (for voice and piano) 
2. Rietz: An Dir Rose (for voice and piano) 







4. Marschner: Lied, Op.176 No.1 (for voice and 
piano) 
5. Marschner: Vorgefühl, Op.176 No.2 (for 
voice and piano) 
6. Hiller: Rondo Capriccioso (for piano) 
7. Spohr: Lied (for voice and piano) 
8. Grützmacher: Im Frühling, Op.30 No.1: 
Romanze (for violin or cello and piano) 




10. Goltermann: Nach Jahren, Op.91 (arr. for 
voice and piano) 
11. Goltermann: Blühendes Thal (for voice and 
piano) 
12. Dürrner: Terzett (for soprano, tenor, bass, 
and piano) 







13. Taubert: Impromptu en forme de valse, 
Op.117 (for piano) 
14. Riccius: Abendlied (for voice and piano) 
15. Riccius: Des Vogels Freude (for voice and 
piano) 
16. Moscheles: Scherzo, Op.127 (for piano) 
17. Hermann: 2 Albumblätter, Op.6 (for violin 
or cello and piano) 
18. Speidel: Trennung (for voice and piano) 
19. Speidel: Spanisches Lied (for voice and 
piano) 
20. Eijken: Hexen-Tanz, Op.27 (for piano) 
21. Stern: Geistliches Lied (for soprano solo, 
female chorus (SSA), and piano or organ) 
22. Marschner: Notturno, Op.176 No.3 (for 
voice and piano) 
23. Grützmacher: 3 Grandes marches, Op.39 
No.1 (for piano 4 hands) 
24. Franz: Wenn Ich Auf Dem Lager Liege (for 
voice and piano) 
25. Franz: Es Fällt Ein Stern Herunter (for 
voice and piano) 
26. I. Lachner: Sehnsucht, Op.53 (for violin or 
cello, voice, and piano) 
27. Bernsdorf: Impromptu Scherzoso (for 
piano) 
28. Rietz: Trost Im Scheiden (for voice and 
piano) 
29. Rietz: Ein Stündlein Wohl Vor Tag (for 
voice and piano) 
30. Dorn: Divertimento Capriccioso, Op.81 (for 
piano) 
31. Goltermann: Wanderers Nachtlied, Op.18 
No.3 (for SATB) 
32. J. H. Stuckenschmidt: Freude in Ehren, 
Op.9 No.1 (for SATB) 
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34. F. Lachner: Das Blümchen am Fahrwege 
(for voice and piano) 
35. F. Lachner: Der Vater am Christabend (for 
voice and piano) 





Klavier und Violine 
 1873 Classical violin, piano  
Salon-Album 11 pieces: 
1. Bądarzewska: Prière exaucée 
2. Favarger: L’Adieu, Op.18 
3. Richards: Des Wanderers Traum, Op.47 
4. Richards: Marie, Op.60 
5. Richards: Vogleins Abendlied, Op.71 
6. Richards: In der Fremde, Op.67 
7. Schubert: Walzer eines Wahnsinnigen 
8. Schubert: Sehnsuchts-Walzer 
9. Reissiger: Weber’s letzter GedankeDanses 
brillantes, Op.26, No.5 
10. Wallace: La Petite Polka de Concert 
11. Felix: Carnaval von Venedig 
Revised Edition 
1. Mazurka in Am Op.7, No.2/ Chopin. 
2. Manfred, Op.115 Zwischenaktmusik/ 
Schumann. 
3. Nocturne in E major, H 13 / Field. 
4. Anitra’s Tanz (Peer Gynt)/ Grieg. 
5. Le Souvenir Op.58/ Dancla. 
6. Les Adieux (2 Pièces de salon, Op.13)/ 
Goltermann. 
1872 Romantic violin, piano  
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7. Lieder ohne Worte: Solitude Op.37, No.3/ 
Hauser. 




Pianoforte und Flöte 
67 works 
1-13. Beethoven: Violin Sonatas 
14-21. Brahms: Hungarian Dances 
24-63. Mendelssohn: Songs without Words 




1. Hauptmann: Sonatina in C major, Op.10 
No.1 
2. Weber: Sonata in F major, Op.10 No.1 
3. Schubert: Violin Sonata in D major, D.384 
4. Dussek: Piano Sonatina in A major, Op.19 
No.4 
5. Haydn: Piano Trio in G major, Hob.XV:32 
6. Mozart: Violin Sonata in G major, 
K.301/293a 
7. Bach: Also hat Gott die Welt geliebt, BWV 
68. Aria: Mein Gläubiges Herze 
8. Handel: Serse, HWV 40. Aria: Ombra ma fu 
(Largo) 
9. Martini: Organ Sonata in F major, B 4.I.12. 
Gavotta (No.5) 
10. Boccherini: Minuet in G major 
11. Hoffstetter: String Quartet in F major, 
Hob.III:17. Serenade (2nd mvt.) - attributed to 
Haydn 
12. Mozart: Ave verum corpus, K.618 
13. Schumann: Abendlied, Op.85 No.12 
 Romantic violin, piano  
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Appendix 4: Arrangements by Friedrich Hermann 
Work Title Composer Piece 
Style 
Instrumentation 
Air varié, Op.10 Rode, Pierre Classical Solo: violin 
Accompaniment: string trio (violin, viola, cello) 
Album for Viola and Piano  Romantic viola, piano 
Albumblatt Humperdinck, Engelbert Romantic piano 
Ali Baba Cherubini, Luigi Classical voices, mixed chorus, orchestra (2 flutes (2nd also piccolo), 2 
oboes (2nd also English horn), 2 clarinets, 2 bassoons, 4 horns, 4 
trumpets, 3 trombones, tuba, timpani, percussion, strings) 
Also hat Gott die Welt geliebt, BWV 68 Bach, Johann Sebastian Baroque voices: soprano, bass; mixed chorus (SATB) 
Orchestra: 2 oboes, taille, horn, cornettino, 3 trombones, 
violoncello piccolo, strings, continuo 
Andante favori, WoO 57 Beethoven, Ludwig van Classical piano 
Armide, Wq.45 Gluck, Christoph Willibald Classical Armide (soprano), Renaud (tenor), Phénice (soprano), Sidonie 
(soprano), Hidraot (baritone), La Haine (contralto), The Danish 
Knight (tenor), Ubalde (baritone), Lucinde/Demon (soprano), 
Mélisse/Demon (soprano), Artémidore (tenor), Aronte (bass), A 
Naiad (soprano), A Shepherd (soprano), A Pleasure (soprano), 
chorus, orchestra 
Ave verum corpus, K.618 Mozart, Wolfgang 
Amadeus 
Classical Voices: mixed chorus 
Orchestra: strings, continuo (organ) 
Berühmte Ouverturen von Mozart, 
Beethoven, Weber, Mendelssohn, 
Bellini, Rossini 
Various Classical violin, piano 
Bilder aus Osten, Op.66 Schumann, Robert Romantic piano 4-hands 
Breitkopf & Härtels Viola-Bibliothek   This series, one of many Bibliotheke, started in about 1900. The 
items were a mixture of original works, and arrangements mainly 
by Friedrich Hermann. 
Breitkopf & Härtels Violin-Bibliothek   This series, one of many Bibliotheke, started in about 1900. The 
items were a mixture of original works, and arrangements mainly 
by Friedrich Hermann. 
Breitkopf & Härtels Violoncell-
Bibliothek 
  This series, one of many Bibliotheke, started in about 1900. The 
items were a mixture of original works, and arrangements mainly 
by Friedrich Hermann. 
Bunte Reihe, Op.30 David, Ferdinand Romantic violin, piano 
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Canzone, Op.55 Bruch, Max Romantic cello, orchestra 
Célèbres sonates pour violon Tartini, Giuseppe Baroque violin, piano (arranged) 
Cello Sonata in A major, Op.104 Hummel, Johann Nepomuk Romantic cello, piano 
Cello Suite No.3 in C major, BWV 1009 Bach, Johann Sebastian Baroque cello 
Cello Suite No.6 in D major, BWV 1012 Bach, Johann Sebastian Baroque cello or 5-stringed cello (violoncello piccolo, possibly viola 
pomposa) 
Chaconne in G minor Vitali, Tomaso Antonio Baroque violin, continuo 
Compositionen für Pianoforte und 
Violine 
Chopin, Frédéric Romantic violin, piano 
Concert-Studien für Violine David, Ferdinand Romantic violin, piano 
Concertino in E-flat major, Op.26 Weber, Carl Maria von Romantic Solo: clarinet 
Orchestra: flute, 2 oboes, 2 bassoons, 2 horns, 2 trumpets, 
timpani, strings 
Concertone in C major, K.190/186E Mozart, Wolfgang 
Amadeus 
Classical Solo: 2 violins 
Orchestra: 2 oboes, 2 horns (C/F), 2 trumpets (C), strings 
Dance Movements from the Works of 
Great Masters 
 Romantic String Orchestra with or without Violin Solo (Also Flute 
Quintett/Violin or Flute & Piano) 
Divertimento in D major, K.334/320b Mozart, Wolfgang 
Amadeus 
Classical 2 horns (D), 2 violins, viola, basso (double bass) 
3 Duets for Clarinet and Bassoon, WoO 
27 
Beethoven, Ludwig van Classical clarinet, bassoon 
Efterklange af Ossian, Op.1 Gade, Niels Romantic Orchestra [more…] 




Classical Solo: flute, harp 
Orchestra: 2 oboes, 2 horns, strings 
Flute Sonata in C major, BWV 1033 Bach, Johann Sebastian Baroque flute, continuo 
Flute Sonata in G major, HWV 363b Handel, George Frideric Baroque flute, continuo 
12 Flute Sonatas, Op.2 Locatelli, Pietro Antonio Baroque flute, continuo 
Frühlings-Ouvertüre, Op.15 Goetz, Hermann Romantic Orchestra: 2 flutes, 2 oboes, 2 clarinets (A), 2 bassoons + 4 horns 
(2 in E, 2 in D), 2 trumpets (A), timpani, strings 
Die Hebriden, Op.26 Mendelssohn, Felix Romantic Orchestra: 2 flutes, 2 oboes, 2 clarinets (C, rev. A), 2 bassoons, 2 
horns (D), 2 trumpets (D), timpani, strings 
Die hohe Schule des Violaspiels Various Romantic viola, piano 
Horn Sonata, Op.17 Beethoven, Ludwig van Classical horn, piano 
21 Hungarian Dances (Piano), WoO 1 Brahms, Johannes Romantic piano 4-hands 
In das Album der Fürstin Metternich, 
WWV 94 
Wagner, Richard Romantic piano 
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Kinderszenen, Op.15 Schumann, Robert Romantic piano 
Klassische Sinfonien und Kammermusik 
für Piano und Violine 
Beethoven, Ludwig van Classical violin, piano 
12 Klavierstücke für kleine und große 
Kinder, Op.85 
Schumann, Robert Romantic piano 4-hands 
Kompositionen von Fr. Chopin für 
Pianoforte und Violine 
Various Romantic violin, piano (arranged) 
Liebeslieder Waltzes, Op.52 Brahms, Johannes Romantic voices, piano 4-hands: [more...] 
Lieder ohne Worte Mendelssohn, Felix Romantic piano 
Lieder und Gesänge Mendelssohn, Felix Romantic piano 4-hands 
Lohengrin, WWV 75 Wagner, Richard Romantic voices, chorus, orchestra [more...] 
Märchen von der schönen Melusine, 
Op.32 
Mendelssohn, Felix Romantic Orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns, 2 
trumpets, timpani, strings 
Meeresstille und glückliche Fahrt, 
Op.27 
Mendelssohn, Felix  Orchestra: piccolo, 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 
contrabassoon, 2 horns, 3 trumpets, serpent, timpani, strings 
Meister für die Jugend Various Classical piano solo (without octaves); piano duet; flute and piano; violin 
and piano; cello and piano; violin, cello and piano or 2 violins and 
piano, string quartet 
12 Mélodies italiennes Bériot, Charles-Auguste de Romantic violin, piano 
The Merry Wives of Windsor Nicolai, Otto Romantic voices, chorus and orchestra 
A Midsummer Night’s Dream, overture, 
Op.21 
Mendelssohn, Felix Romantic Orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns, 2 
trumpets, ophicleide, timpani, strings 
Mittell’s Violin Classics Mittell, Philipp Romantic vioin, piano (original and arranged) 
6 Morceaux, Op.85 Raff, Joachim Romantic violin, piano 
Nocturne in B-flat major, H 37 Field, John Romantic piano 
Nocturne in E minor, H 46 Field, John Romantic piano 
3 Nocturnes for Cello and Guitar Burgmüller, Friedrich Romantic cello, guitar 
18 Nocturnes Field, John Romantic piano 
Nordische Suite No.2, Op.23 Hamerik, Asger Romantic Orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 4 horns, 2 
trumpets, 3 trombones, timpani, bass drum, harp, strings 
Oboe Concerto in G minor, HWV 287 Handel, George Frideric Baroque oboe, strings, continuo 
Octet in F major, D.803 Schubert, Franz Romantic 2 violins, viola, cello, double bass, clarinet, horn, bassoon 
Orchestral Suite No.3 in D major, BWV 
1068 
Bach, Johann Sebastian Baroque Orchestra: 2 oboes, 3 trumpets, timpani, strings, continuo 
Orfeo ed Euridice, Wq.30 Gluck, Christoph Willibald Classical voices, mixed chorus, orchestra [more...] 
Organ Sonata in F major, B 4.I.12 Martini, Giovanni Battista Baroque organ, harpsichord 
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5 Overtures Mendelssohn, Felix Romantic varies 
9 Overtures Various Romantic piano (arranged) 
Palaestra Heim, Ernst Romantic violin, piano 




Classical Solo: piano 
Orchestra: flute, 2 oboes, 2 bassoons, 2 horns, 2 trumpets, 
timpani, strings 
Piano Quintet, Op.16 Goetz, Hermann Romantic violin, viola, cello, bass, piano 
Piano Sonata No.2, Op.35 Chopin, Frédéric Romantic piano 
Piano Sonata No.3 in D minor, Op.49 Weber, Carl Maria von Romantic piano 
Piano Sonata No.18, Op.31 No.3 Beethoven, Ludwig van Classical piano 
3 Piano Sonatas for the Young, Op.118 Schumann, Robert Romantic piano 
6 Piano Sonatinas, Op.19 Dussek, Jan Ladislav Classical piano 
Piano Trio in B-flat major, Op.97 Beethoven, Ludwig van Classical violin, cello, piano 
Piano Trio in E major, Op.83 Hummel, Johann Nepomuk Classical violin, cello, piano 
Piano Trio in E-flat major, D.929 Schubert, Franz Romantic violin, cello, piano 
Piano Trio in E-flat major, Op.1 No.1 Beethoven, Ludwig van Classical violin, cello, piano 
Piano Trio in E-flat major, Op.70 No.2 Beethoven, Ludwig van Classical violin, cello, piano 
2 Pieces from Kuolema, Op.44 Sibelius, Jean Romantic orchestra 
12 Pieces, Op.40 Tchaikovsky, Pyotr Romantic piano 
5 Polish Dances, Op.3 Scharwenka, Xaver Romantic piano 
Promenades musicales, Op.26 Schytte, Ludvig Romantic piano 
Pur dicesti, o bocca bella Lotti, Antonio Baroque voice, keyboard 
Quartette von Haydn, Mozart, 
Beethoven für Klavier und Violine 
 Classical violin and piano 
Quintet in E-flat major, Op.16 Beethoven, Ludwig van Classical oboe, clarinet, horn, bassoon, piano 
Ritornerai fra poco Hasse, Johann Adolph Baroque Unknown original instrumentation 
Romance in F major, Op.50 Beethoven, Ludwig van Classical Solo: violin 
Orchestra: flute, 2 oboes, 2 bassoons, 2 horns, strings 
Romance in G major, Op.40 Beethoven, Ludwig van Classical Solo: violin 
Orchestra: flute, 2 oboes, 2 bassoons, 2 horns, strings 
Romance, Op.26 Svendsen, Johan Romantic Solo: violin 
Orchestra: flute, oboe, 2 clarinets, 2 bassoons, 2 horns, timpani, 
strings 
Romanze, Op.7 Volkmann, Robert Romantic cello, piano 
Rondo in A major, D.951 Schubert, Franz Romantic piano 4-hands 
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Rondo in D major, K.485 Mozart, Wolfgang 
Amadeus 
Classical piano 
2 Rondos, Op.51 Beethoven, Ludwig van Classical piano 
Rosamunde, D.797 Schubert, Franz Romantic Voices: mezzo-soprano (in Romanze, no.3b), mixed chorus (male 
chorus in no.4, mixed chorus in nos.7 and 8) 
Orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 4 horns, 2 
trumpets, 3 trombones, timpani, strings 
12 Russian Folksongs, Op.78 Rubinstein, Anton Romantic voice, piano 
Ruy Blas, Op.95 Mendelssohn, Felix Romantic Orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 4 horns, 2 
trumpets, 3 trombones, timpani, strings 
Sammlung klassischer Stücke aus 
Werken berühmter Meister 
Various Romantic violin or cello, piano 
Scenes of Country Life, Op.19 Grieg, Edvard Romantic piano 
Septet in E-flat major, Op.20 Beethoven, Ludwig van Classical clarinet, bassoon, horn, violin, viola, cello, bass 
Serenade in D major, K.250/248b Mozart, Wolfgang 
Amadeus 
Classical Orchestra: 2 flutes, 2 oboes, 2 bassoons, 2 horns (D/G/A), 2 
trumpets (D), strings (solo violin) 
Serenade in D major, Op.8 Beethoven, Ludwig van Classical violin, viola, cello 
Serenade No.1, Op.11 Brahms, Johannes Romantic Orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 4 horns, 2 
trumpets, timpani, strings 
Sérénade, Op.10 Widor, Charles-Marie Romantic flute, violin, cello, piano, harmonium 
Serse, HWV 40 Handel, George Frideric Baroque voice, orchestra [more…] 
Slavonic Dances, Op.46 Dvořák, Antonín Romantic B.78: piano 4 hands 
B.83: piccolo, 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 4 horns, 2 
trumpets, 3 trombones, timpani, bass drum, cymbals, triangle, 
strings 
Slavonic Dances, Op.72 Dvořák, Antonín Romantic B.145: Piano 4 Hands 
B.147: Piccolo, 2 Flutes, 2 Oboes, 2 Clarinets, 2 Bassoons, 4 
Horns, 2 Trumpets, 3 Trombones, Timpani, Bass Drum, Cymbals, 
Triangle, Glockenspiel, Strings 
6 Soirées à Saint-Petersbourg, Op.44 Rubinstein, Anton Romantic piano 
Sonata for Piano 4 hands in D major, 
Op.6 
Beethoven, Ludwig van Classical piano 4-hands 
Sonatinen-Album für Violine  Romantic violin, piano 
Spinnerlied aus dem Fliegenden 
Holländer, S.440 
Liszt, Franz Romantic piano 
String Quartet in F major, Hob.III:17 Hoffstetter, Roman Classical 2 violins, viola, cello 
String Quartet No.2, Op.17 No.2 Rubinstein, Anton Romantic 2 violins, viola, cello 
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String Quartet No.13, Op.130 Beethoven, Ludwig van Romantic 2 violins, viola, cello 
6 String Quartets, Op.18 Beethoven, Ludwig van Classical 2 violins, viola, cello 
String Quintet in C major Boccherini, Luigi Classical 2 violins, viola, cello 
String Quintet in E major, G.275 Boccherini, Luigi Classical 2 violins, viola, cello 
String Quintet, D.956 Schubert, Franz Romantic 2 violins, viola, cello 
String Trio in C minor, Op.9 No.3 Beethoven, Ludwig van Classical 2 violins, viola, cello 
String Trio in D major, Op.9 No.2 Beethoven, Ludwig van Classical violin, viola, cello 
String Trio in E-flat major, Op.3 Beethoven, Ludwig van Classical violin, viola, cello 
String Trio in G major, Op.9 No.1 Beethoven, Ludwig van Classical violin, viola, cello 
3 String Trios, Op.9 Beethoven, Ludwig van Classical violin, viola, cello 
Symphonien für Pianoforte und Violine Haydn, Joseph Classical violin, piano 
Symphony Concertante, Op.55 Maurer, Ludwig Wilhelm Romantic Solo: 4 violins 
Orchestra: flute, 2 oboes, 2 clarinets, 2 bassoons, 2 horns, 2 
trumpets, timpani, strings 
Symphony No.1 ‘Ländliche Hochzeit’, 
Op.26 
Goldmark, Carl Romantic Orchestra: 2 flutes, 2 oboes, 2 clarinets (B♭/A), 2 bassoons + 4 
horns (E♭/F), 2 trumpets (E♭/F), 3 trombones + timpani, 
triangle, bass drum, cymbals, strings 
Symphony No.1, Op.11 Mendelssohn, Felix Romantic Orchestra: 2 flutes, 2 oboes, 2 clarinets (B♭), 2 bassoons 
2 horns (E♭, C), 2 trumpets (C), timpani, strings 
Symphony No.1, Op.21 Beethoven, Ludwig van Classical Orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns, 2 
trumpets, timpani, strings 
Symphony No.1, Op.68 Brahms, Johannes Romantic Orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 
contrabassoon, 4 horns, 2 trumpets, 3 trombones, timpani, strings 
Symphony No.2, Op.36 Beethoven, Ludwig van Classical Orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons 
2 horns, 2 trumpets, timpani, strings 
Symphony No.4, Op.90 Mendelssohn, Felix Romantic Orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns, 2 
trumpets, timpani, string orchestra 
Symphony No.5, Op.107 Mendelssohn, Felix Romantic Orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 
contrabassoon, 2 horns, 2 trumpets, 3 trombones, serpent, timpani, 
strings 
Symphony No.8, Op.47 Gade, Niels Romantic orchestra [more…] 
Symphony No.8, Op.93 Beethoven, Ludwig van Classical Orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns, 2 
trumpets, timpani, strings 
Symphony No.9, D.944 Schubert, Franz Romantic Orchestra: 2 flutes, 2 oboes, 2 clarinets (C/A), 2 bassoons, 2 horns 
(C), 2 trumpets (C/A), 3 trombones, timpani, strings 
Symphony No.9, Op.125 Beethoven, Ludwig van Romantic voices, mixed chorus, orchestra [more...] 
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Symphony No.103 in E-flat major, 
Hob.I:103 
Haydn, Joseph Classical Orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns, 2 
trumpets, timpani, strings 
Symphony, Op.9 Goetz, Hermann Romantic Orchestra: 2 flutes, 2 oboes, 2 clarinets (B♭), 2 bassoons + 4 
horns (F/C), 2 trumpets (F/C), 3 trombones, timpani, strings 
Trio in E-flat major, K.498 Mozart, Wolfgang 
Amadeus 
Classical clarinet (B♭) (or violin), viola, piano 
Trio-Albums Various Romantic violin, cello, piano 
Violin Concerto in A minor, BWV 1041 Bach, Johann Sebastian Baroque Solo: violin 
Orchestra: 2 violins, viola, continuo 
Violin Concerto in E major, BWV 1042 Bach, Johann Sebastian Baroque Solo: violin 
Orchestra: 2 violins, viola, continuo 




Classical violin and orchestra [more…] 
Violin Concerto No.1 in D minor, Op.3 Rode, Pierre Classical Solo: violin 
Orchestra: 2 oboes, 2 clarinets (C), 2 bassoons, 2 horns (D), 2 
trumpets (D), trombone, timpani, strings 
Violin Concerto No.3, Op.17 David, Ferdinand Romantic Solo: violin 
Orchestra: piccolo, flute, 2 oboes, 2 clarinets, 2 bassoons, 2 horns, 
2 trumpets, 3 trombones, timpani, strings 
Violin Concerto No.3, Op.44 Bériot, Charles-Auguste de Romantic  
Violin Concerto No.4 in A major, Op.6 Rode, Pierre Classical Solo: violin 
Orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns, 2 
trumpets, trombone, strings 
Violin Concerto No.5 in A major, K.219 Mozart, Wolfgang 
Amadeus 
Classical Solo: violin 
Orchestra: 2 oboes, 2 horns (A/E), strings 
Violin Concerto No.6 in B-flat major, 
Op.8 
Rode, Pierre Classical Solo: Violin 
Orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns, 
strings 
Violin Concerto No.7 in A minor, Op.9 Rode, Pierre Classical Solo: violin 
Orchestra: flute, 2 oboes, 2 bassoons, 2 horns, timpani, strings 
Violin Concerto No.8 in E minor, Op.13 Rode, Pierre Romantic Solo: violin 
Orchestra: flute, 2 oboes, 2 bassoons, 2 horns, strings 
Violin Concerto No.8, Op.47 Spohr, Louis Romantic Solo: violin 
Orchestra: flute, 2 clarinets, bassoon, 2 horns, timpani, strings 
Violin Concerto No.10, Op.127 Bériot, Charles-Auguste de Romantic violin, orchestra 
Violin Concerto No.11 in D major, 
Op.23 
Rode, Pierre Classical violin, orchestra 
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Violin Concerto No.12 in A major Kreutzer, Rodolphe Romantic Solo: violin 
Orchestra: flute, 2 oboes, 2 horns, strings 
Violin Concerto No.13 in D major Kreutzer, Rodolphe Romantic Solo: violin 
Orchestra: flute, 2 oboes, 2 bassoons, 2 horns, 2 trumpets, 
timpani, strings 
Violin Concerto No.18 in E minor Kreutzer, Rodolphe Romantic Solo: violin 
Orchestra: flute, 2 oboes, 2 bassoons, 2 horns, trombone, timpani, 
strings 
Violin Concerto No.19 in D minor Kreutzer, Rodolphe Romantic Solo: violin 
Orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns, 2 
clarini/trumpets, 3 trombones, timpani, strings 
Violin Concerto No.20 in D major Viotti, Giovanni Battista Classical violin, orchestra 
Violin Concerto No.22 in A minor Viotti, Giovanni Battista Classical Solo: violin 
Orchestra: flute, 2 oboes, 2 clarinets (A), 2 bassoons, 2 horns 
(A/E), 2 trumpets (C), timpani, strings 
Violin Concerto No.23 in G major Viotti, Giovanni Battista Classical Solo: violin 
Orchestra: 2 flutes, bassoon, 2 horns (E), strings 
Violin Concerto No.24 in B minor Viotti, Giovanni Battista Classical violin, orchestra 
Violin Concerto No.28 in A minor Viotti, Giovanni Battista Classical violin, orchestra 
Violin Concerto No.29 in E minor Viotti, Giovanni Battista Classical violin, orchestra 
6 Violin Duos, B.538-543 Pleyel, Ignaz Classical 2 violins 
Violin Partita No.2 in D minor, BWV 
1004 
Bach, Johann Sebastian Baroque violin 
Violin Sonata in A major, BWV 1015 Bach, Johann Sebastian Baroque violin, keyboard 
Violin Sonata in A major, HWV 361 Handel, George Frideric Baroque violin, continuo 
Violin Sonata in A major, RV 31 Vivaldi, Antonio Baroque violin, continuo 
Violin Sonata in B minor, BWV 1014 Bach, Johann Sebastian Baroque violin, keyboard 
Violin Sonata in C minor, BWV 1017 Bach, Johann Sebastian Baroque violin, keyboard 
Violin Sonata in C minor Pisendel, Johann Georg Baroque violin, continuo 
Violin Sonata in D major, B.D12 Tartini, Giuseppe Baroque violin, continuo 
Violin Sonata in D major, Op.5 No.1 Corelli, Arcangelo Baroque violin, continuo 
Violin Sonata in D major, Op.9 No.3 
‘Tombeau’ 
Leclair, Jean-Marie Baroque violin, continuo 
Violin Sonata in E major, BWV 1016 Bach, Johann Sebastian Baroque violin, keyboard 
Violin Sonata in F minor, BWV 1018 Bach, Johann Sebastian Baroque violin, keyboard 
Violin Sonata in G major, B.G17 Tartini, Giuseppe Baroque violin, continuo 
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Violin Sonata in G major, B.G19 Tartini, Giuseppe Baroque violin, continuo 
Violin Sonata in G major, BWV 1019 Bach, Johann Sebastian Baroque violin, keyboard 
6 Violin Sonatas, BWV 1014-1019 Bach, Johann Sebastian Baroque violin, keyboard 
12 Violin Sonatas, Op.5 Leclair, Jean-Marie Baroque violin, continuo 
3 Violin Sonatas, Op.23 Hauptmann, Moritz Romantic violin, piano 
Die Waldnymphe, Op.20 Bennett, William Sterndale Romantic Orchestra: 2 flutes, 2 oboes, 2 clarinets (B♭), 2 bassoons, 2 horns 
(F), 2 trumpets (C), 3 trombones, timpani, strings 
Das wohltemperierte Klavier I, BWV 
846-869 
Bach, Johann Sebastian Baroque clavier 
Das wohltemperierte Klavier II, BWV 
870-893 
Bach, Johann Sebastian Baroque clavier 
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Appendix 5: Works edited by Friedrich Hermann 
Work Title Composer Piece 
Style 
Instrumentation 
Ausgewählte Sonatinen-Sätze Mozart, Wolfgang 
Amadeus 
Classical violin, piano 
Capriccio-Valse, Op.7 Wieniawski, Henri Romantic violin, orchestra 
Le carnaval russe, Op.11 Wieniawski, Henri Romantic violin, orchestra 
Cello Sonata No.1, Op.5 No.1 Beethoven, Ludwig van Classical cello, piano 
Cello Sonata No.2, Op.5 No.2 Beethoven, Ludwig van Classical cello, piano 
Cello Sonata No.3, Op.69 Beethoven, Ludwig van Romantic cello, piano 
Cello Sonata No.4, Op.102 No.1 Beethoven, Ludwig van Romantic cello, piano 
Cello Sonata No.5, Op.102 No.2 Beethoven, Ludwig van Classical cello, piano 
Collection de quintuors pour 2 violons, 
2 violas et violoncelle 
Mozart, Wolfgang 
Amadeus 
Classical 2 violins, 2 viola, cello 
7 Divertimenti, Op.18 Campagnoli, Bartolomeo Classical violin solo 
Divertimento in E-flat major, K.563 Mozart, Wolfgang 
Amadeus 
Classical violin, viola, cello 
Duets for Violin and Viola, Op.208 Kalliwoda, Johann Wenzel Romantic violin, viola 
Duo for Piano and Clarinet, Op.15 Burgmüller, Norbert Romantic clarinet (or violin), piano 
6 Duos faciles, Op.61 Mazas, Jacques Féréol Romantic 2 violins 
3 Duos for Violin and Viola, B.526-528 Pleyel, Ignaz Classical violin, viola 
3 Duos for Violin and Viola, B.529-531 Pleyel, Ignaz Classical violin, viola (or 2 violins) 
6 Duos très faciles, Op.60 Mazas, Jacques Féréol Romantic 2 violins 
6 Duos, B.574-579 Pleyel, Ignaz Classical violin (or flute) ad lib., piano 
Etudes caractéristiques, Op.18 Alard, Jean Delphin Romantic violin 
12 Etudes for Viola Hoffmeister, Franz Anton Classical viola 
12 Etudes for Violin Rode, Pierre Classical violin, “piano ad lib.” 
Études ou caprices Kreutzer, Rodolphe Romantic violin 
Etudes, Op.36 Mazas, Jacques Féréol Romantic violin 
3 Feuillets d’Album, Op.23 Wieniawski, Henri Romantic violin, piano 
Fugue in D major, Op.137 Beethoven, Ludwig van Classical 2 violins, 2 violas, cello 
Die hohe Schule des Violinspiels David, Ferdinand Classical violin, piano 
Horn Sonata, Op.17 Beethoven, Ludwig van Classical horn, piano 
Introduction et variations sur ‘Je suis le 
petit tambour’, Op.5 
David, Ferdinand Romantic violin, orchestra 
134 
 
Keyboard Trio in C major, B.428 Pleyel, Ignaz Classical violin, cello, keyboard 
Keyboard Trio in F major, B.429 Pleyel, Ignaz Classical violin, cello, keyboard 
Kompositionen von Fr. Chopin für 
Pianoforte und Violine 
 Romantic violin, piano (arranged) 
3 Leichte Sonatinen, Op.10 Hauptmann, Moritz Romantic violin, piano 
Märchenbilder, Op.113 Schumann, Robert Romantic viola, piano 
24 Matinées Gaviniès, Pierre Classical violin 
Méthode de violon, Op.102 Bériot, Charles-Auguste de Romantic violin; violin, piano; 2 violins 
6 Morceaux de salon, Op.22 Vieuxtemps, Henri Romantic violin, piano 
3 Morceaux de salon, Op.32 Vieuxtemps, Henri Romantic violin, piano 
6 Morceaux, Op.85 Raff, Joachim Romantic violin, piano 
Phantasie for Violin and Orchestra, 
Op.131 
Schumann, Robert Romantic Solo: violin 
Orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns, 2 
trumpets, strings 





6 Piano Sonatinas, Op.19 Dussek, Jan Ladislav Classical piano (or violin, piano?) 
Piano Trio in A major, Hob.XV:9 Haydn, Joseph Classical violin, cello, harpsichord or piano 
Piano Trio in A major, Hob.XV:18 Haydn, Joseph Classical violin, cello, piano 
Piano Trio in A-flat major, Hob.XV:14 Haydn, Joseph Classical violin, cello, harpsichord or piano 
Piano Trio in B-flat major, Hob.XV:8 Haydn, Joseph Classical violin, cello, harpsichord or piano 
Piano Trio in B-flat major, Hob.XV:20 Haydn, Joseph Classical violin, cello, piano 
Piano Trio in C major, Hob.XV:3 Haydn, Joseph Classical violin, cello, harpsichord or piano 
Piano Trio in C major, Hob.XV:21 Haydn, Joseph Classical violin, cello, piano 
Piano Trio in C major, Hob.XV:27 Haydn, Joseph Classical violin, cello, piano 
Piano Trio in C minor, Hob.XV:13 Haydn, Joseph Classical violin, cello, harpsichord or piano 
Piano Trio in D major, Hob.XV:7 Haydn, Joseph Classical violin, cello, harpsichord or piano 
Piano Trio in D major, Hob.XV:16 Haydn, Joseph Classical violin or flute, cello, harpsichord or piano 
Piano Trio in D major, Hob.XV:24 Haydn, Joseph Classical violin, cello, piano 
Piano Trio in D minor, Hob.XV:23 Haydn, Joseph Classical violin, cello, piano 
Piano Trio in E major, Hob.XV:28 Haydn, Joseph Classical violin, cello, piano 
Piano Trio in E major, Op.83 Hummel, Johann Nepomuk Classical violin, cello, piano 
Piano Trio in E minor, Hob.XV:12 Haydn, Joseph Classical violin, cello, harpsichord or piano 
Piano Trio in E-flat major, Hob.XV:10 Haydn, Joseph Classical violin, cello, harpsichord or piano 
Piano Trio in E-flat major, Hob.XV:11 Haydn, Joseph Classical violin, cello, harpsichord or piano 
Piano Trio in E-flat major, Hob.XV:22 Haydn, Joseph Classical violin, cello, piano 
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Piano Trio in E-flat major, Hob.XV:29 Haydn, Joseph Classical violin, cello, piano 
Piano Trio in E-flat major, Hob.XV:30 Haydn, Joseph Classical violin, cello, piano 
Piano Trio in E-flat major, Op.12 Hummel, Johann Nepomuk Classical violin, cello, harpsichord or piano 
Piano Trio in E-flat major, Op.93 Hummel, Johann Nepomuk Classical violin, cello, piano 
Piano Trio in E-flat minor, Hob.XV:31 Haydn, Joseph Classical violin, cello, piano 
Piano Trio in F major, Hob.XV:2 Haydn, Joseph Classical violin, cello, harpsichord or piano 
Piano Trio in F major, Hob.XV:4 Haydn, Joseph Classical violin, cello, harpsichord or piano 
Piano Trio in F major, Hob.XV:6 Haydn, Joseph Classical violin, cello, harpsichord or piano 
Piano Trio in F major, Hob.XV:17 Haydn, Joseph Classical violin or flute, cello, harpsichord or piano 
Piano Trio in F-sharp minor, 
Hob.XV:26 
Haydn, Joseph Classical violin, cello, piano 
Piano Trio in G major, Hob.XV:5 Haydn, Joseph Classical violin, cello, harpsichord or piano 
Piano Trio in G major, Hob.XV:15 Haydn, Joseph Classical violin or flute, cello, harpsichord or piano 
Piano Trio in G major, Hob.XV:25 Haydn, Joseph Classical violin, cello, piano 
Piano Trio in G major, Hob.XV:32 Haydn, Joseph Classical violin, cello, piano 
Piano Trio in G minor, Hob.XV:1 Haydn, Joseph Classical violin, cello, harpsichord or piano 
Piano Trio in G minor, Hob.XV:19 Haydn, Joseph Classical violin, cello, piano 
Piano Trio No.1, Op.49 Mendelssohn, Felix Romantic violin, cello, piano 
Piano Trio No.1, Op.119 Spohr, Louis Romantic violin, cello, piano 
Piano Trio No.2, Op.66 Mendelssohn, Felix Romantic violin, cello, piano 
Piano Trio No.5, Op.138 Marschner, Heinrich Romantic violin, cello, piano 
Piano Trio, Op.164 Reissiger, Carl Gottlieb Romantic violin, cello, piano 
Piano Trio, Op.175 Reissiger, Carl Gottlieb Romantic violin, cello, piano 
31 Piano Trios Haydn, Joseph Classical violin, cello, piano 
Piano Trios, Op.27 Haydn, Joseph Classical violin, cello, harpsichord or piano 
Piano Trios, Op.36 Haydn, Joseph Classical violin, cello, piano 
Piano Trios, Op.40 Haydn, Joseph Classical violin, cello, harpsichord or piano 
Piano Trios, Op.43 Haydn, Joseph Classical violin, cello, harpsichord or piano 
Piano Trios, Op.57 Haydn, Joseph Classical violin, cello, harpsichord or piano 
Piano Trios, Op.67 Haydn, Joseph Classical violin or flute, cello, harpsichord or piano 
Piano Trios, Op.71 Haydn, Joseph Classical violin, cello, piano 
Piano Trios, Op.82 Haydn, Joseph Classical violin, cello, piano 
Piano Trios, Op.86 Haydn, Joseph Classical violin, cello, piano 
6 Pieces, Op.15 Reber, Napoléon Henri Romantic violin (flute, cello), piano 
Quintette für 2 Violinen, 2 Bratschen 
und Violoncell 
Beethoven, Ludwig van Classical 2 violins, 2 violas, cello 
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Romanze in A major Campagnoli, Bartolomeo Classical violin (or viola or cello), piano 
6 Salonstücke, Op.135 Spohr, Louis Romantic violin, piano 
6 Salonstücke, Op.145 Spohr, Louis Romantic violin, piano 
Scène de ballet, Op.100 Bériot, Charles-Auguste de Romantic violin, orchestra 
Scherzo tarantelle, Op.16 Wieniawski, Henri Romantic violin, piano 
Sonaten für Pianoforte und Violine Beethoven, Ludwig van Classical violin, piano 
Sonaten für Pianoforte und Violine Mozart, Wolfgang 
Amadeus 
Classical violin, piano 
Sonatinen-Album für Violine  Romantic violin, piano 
Souvenirs de Bellini, Op.4 Artôt, Alexandre Joseph Romantic violin, piano (or orchestra) 
String Quartet No.1, Op.41 No.1 Schumann, Robert Romantic 2 violins, viola, cello 
String Quartet No.2, Op.41 No.2 Schumann, Robert Romantic 2 violins, viola, cello 
String Quartet No.3, Op.41 No.3 Schumann, Robert Romantic 2 violins, viola, cello 
3 String Quartets, Op.41 Schumann, Robert Romantic 2 violins, viola, cello 
String Quintet in C major, Op.29 Beethoven, Ludwig van Classical 2 violins, viola, cello 
String Quintet in C minor, Op.104 Beethoven, Ludwig van Classical 2 violins, viola, cello 
String Quintet in E-flat major, Op.4 Beethoven, Ludwig van Classical 2 violins, viola, cello 
Trios für Streichinstrumente Beethoven, Ludwig van Classical Op.3, 8, 9: vioin, viola, cello 
Op.25: flute, violin, viola 
Violin Concerto No.1, Op.16 Bériot, Charles-Auguste de Romantic Solo: violin 
Orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 4 horns, 2 
trumpets, 3 trombones, timpani, cymbals, bass drum, strings 
Violin Concerto No.2, Op.2 Spohr, Louis Romantic Solo: violin 
Orchestra: 2 flutes, 2 clarinets, 2 bassoons, 2 horns, trombone, 
timpani, strings 
Violin Concerto No.2, Op.14 David, Ferdinand Romantic Solo: violin 
Orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns, 2 
trumpets, bass trombone, timpani, strings 
Violin Concerto No.2, Op.32 Bériot, Charles-Auguste de Romantic Solo: violin 
Orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 4 horns, 2 
trumpets, 3 trombones, timpani, percussion (2 players), strings 
Violin Concerto No.4, Op.46 Bériot, Charles-Auguste de Romantic Solo: violin 
Orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 4 horns, 2 
trumpets, 3 trombones, timpani, strings 
Violin Concerto No.5, Op.35 David, Ferdinand Romantic Solo: violin 
Orchestra: 2 flutes/piccolo, 2 oboes, 2 clarinets, 2 bassoons, 4 
horns, 2 trumpets, 3 trombones, timpani, strings 
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Violin Concerto No.5, Op.55 Bériot, Charles-Auguste de Romantic Solo: violin 
Orchestra: flute, 2 oboes, 2 clarinets, 2 bassoons, 2 horns, 2 
trumpets, 2 trombones, timpani, strings 
Violin Concerto No.7, Op.76 Bériot, Charles-Auguste de Romantic violin, orchestra 
Violin Concerto No.9, Op.55 Spohr, Louis Romantic Solo: violin 
Orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns, 2 
trumpets, 3 trombones, timpani, strings 
Violin Concerto No.9, Op.104 Bériot, Charles-Auguste de Romantic Solo: violin 
Orchestra: flute, 2 clarinets (A), 2 bassoons, 2 horns (C), timpani, 
strings 
Violin Concerto No.11, Op.70 Spohr, Louis Romantic Solo: violin 
Orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns, 2 
trumpets, timpani, strings 
Violin Concerto, Op.35 Tchaikovsky, Pyotr Romantic Solo: violin 
Orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 4 horns, 2 
trumpets, timpani, strings 
39 Violin Duos, Op.85 Mazas, Jacques Féréol Classical 2 violins 
Violin Sonata in A major, K.305/293d Mozart, Wolfgang 
Amadeus 
Classical violin, piano 
Violin Sonata in A major, K.402/385e Mozart, Wolfgang 
Amadeus 
Classical violin, piano 
Violin Sonata in A major, K.526 Mozart, Wolfgang 
Amadeus 
Classical violin, piano 




Classical violin, piano 
Violin Sonata in B-flat major, K.454 Mozart, Wolfgang 
Amadeus 
Classical violin, piano 
Violin Sonata in C major, K.296 Mozart, Wolfgang 
Amadeus 
Classical violin, piano 
Violin Sonata in D major, D.384 Schubert, Franz Romantic violin, piano 
Violin Sonata in D major, K.306/300l Mozart, Wolfgang 
Amadeus 
Classical violin, piano 
Violin Sonata in E minor, Op.2 No.8 Veracini, Francesco Maria Baroque violin, continuo 




Classical violin, piano 




Classical violin, piano 
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Violin Sonata in E-flat major, K.481 Mozart, Wolfgang 
Amadeus 
Classical violin, piano 
Violin Sonata in F major, K.376/374d Mozart, Wolfgang 
Amadeus 
Classical violin, piano 
Violin Sonata in F major, K.377/374e Mozart, Wolfgang 
Amadeus 
Classical violin, piano 
Violin Sonata in F major, K.547 Mozart, Wolfgang 
Amadeus 
Classical violin, piano 
Violin Sonata in G major, K.301/293a Mozart, Wolfgang 
Amadeus 
Classical violin, piano 
Violin Sonata in G major, K.379/373a Mozart, Wolfgang 
Amadeus 
Classical violin, piano 
Violin Sonata No.1, Op.105 Schumann, Robert Romantic violin, piano 
Violin Sonata No.2, Op.121 Schumann, Robert Romantic violin, piano 
3 Violin Sonatas, Op.5 Hauptmann, Moritz Romantic violin, piano 
Violin Sonatina, Op.6 Hauptmann, Moritz Classical violin, piano 
Violinschule Spohr, Louis Romantic violin; 2 violins 
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Appendix 6: Works dedicated to Friedrich Hermann 
Work Title Composer Piece Style Dedication Instrumentation 
Grosses Trio Lux, Friedrich Romantic Friedrich Grützmacher and 
Friedrich Hermann 
violin, cello, piano 
Konzertstück, Op.46 Sitt, Hans Romantic Friedrich Hermann Solo: viola 
Orchestra: 2 lutes, 2 oboes, 2 clarinets, 2 
bassoons, 2 horns, 2 trumpets, 3 trombones, 
timpani, strings 
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